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ABSTRACT
Teaching Choral Music of the African Diaspora in the United States:
Toward a “Living Black History”
by
H. Roz Woll

Advisor: Norman Carey
In higher education choral curricula, the opportunity to study breathtakingly rich scope of
music rooted in Africa and the African diaspora with rigor and depth is often marginalized,
neglected, or missing. If studied, it may be framed in the context of “other music” in contrast to
music of the Western European canon, creating an oppositional framework rather than an
interdependent one. Moreover, opportunities to study the political economy of this music in
relationship to race, class, gender, and religion are lacking. This has multiple ramifications for
music students’ preparedness to engage in global habits of citizenship in support of racial justice.
Through an experimental design and case study of a college course, this qualitative
research project explores the questions, “How are higher education choral curricula connected to
racialized political and economic realities?” and “How do they perpetuate or undermine these
realities?” Using Manning Marable’s Living Black History: How Reimagining the AfricanAmerican Past Can Remake America’s Racial Future (Marable 2006) as a touchstone, the
research is grounded in a combination of theories about race, history, music, and pedagogy
applied to the design of a college course, “Choral Music of the African Diaspora in the United
States.” The case study is an assessment of students’ reflective writing that analyzes shifts in
perspective from views that are oppositional to ones that are interdependent and is located in an
inquiry into habits of citizenship toward racial justice in a global context.
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Chapter 1—Introduction
Unless we continually explore the network of complex relationships which bind us
together…we [will] continue being the victims of various inadequate conceptions of
ourselves, both as individuals and as citizens of a nation of diverse people. (Ellison in
Allen 2004:185)
Reconstructing the hidden, fragmented past of African Americans can be accomplished
with a multidisciplinary methodology employing the tools of oral history, photography,
film, ethnography, and multimedia digital technology, an approach I call “living history.”
The larger civic objective of living history projects is to stimulate a new kind of
historically grounded conversation about race and the destructive processes of
racialization. America is a nation that continues to evade and obscure from its own
citizens the central drama of its development—the glaring contradiction of structural
inequality that was justified by the color of one’s skin. (Marable 2006:xx)
All art is political. (Guerrero 2010)
White supremacy, a proven biological fallacy, is nonetheless a global political reality,
relatively unacknowledged in mainstream political theory until recently (Mills 1997:1). This
global political reality is connected not only to economic distribution but also to social and
cultural practices that may either perpetuate this political reality, or seek to challenge,
undermine, and transform it. This dissertation explores how the political system of white
supremacy is embedded in higher education choral practices, considers how to undermine and
transform this structure, and locates this discussion within questions of citizenship. The primary
research question is “How are higher education music curricula related to racialized political and
economic realities, and how do they serve to perpetuate or undermine these realities?” Subquestions are:
1. What are students' attitudes, assumptions, and perspectives toward choral music of the
African diaspora in the United States?
2. What are students' attitudes, assumptions, and perspectives toward race and racialization?
3. How do people change perspectives on race and racialization?

4. How do people gain confidence in creating connections across socially constructed
boundaries such as race?1
The project is a qualitative experimental design and case study of a college course
presented at Queens College, CUNY in the Fall 2012 and 2013 semesters. The course was
targeted to students pursuing a Master of Science in Music Education or a Master of Music in
Jazz Studies, and was also open to undergraduates. I did not ask students to self-identify their
racial or ethnic background. My own observation suggests the students reflected white, Latinx,
and Asian identities while one student self-identified as African American in the two times I
taught the course. Assignments included student participation in field trips and visitor-led
activities, research assignments, and integrated academic journals, with each given equal weights
in the grading. For a complete breakdown of how each year’s course was organized, please see
Appendices A and B. The title of the course the first year was “Choral Music of the African
Diaspora: Toward a ‘Living Black History.’” In order to focus on musical examples in more
depth the focus was adjusted in the second year and the course retitled as “Choral Music of the
African Diaspora in the United States: Toward a ‘Living Black History.’” The goal was to
organize the course around a racial paradigm shift, placing the curriculum not in an additive
framework, preserving the status quo, but in a transformative one, striving to transcend
“essentialized notions of race while simultaneously […] analy[zing]…the significance of racism”
(Mullings 2009:7). A transformative curriculum acknowledges the political nature of studying
subjects such as music, history, pedagogy, and race; it allows for questioning the structure within
which knowledge is generated. With regard to global socio-political history, for example, a
transformative curriculum encourages an interdependent view of shared history, rather than an
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If I were to write this today, I would revise the last question to ask, “How do people change perspectives on power
relations and distributive justice?”
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oppositional one of Western vs. non-Western history. It acknowledges how definitions of
personhood have shaped our perspective on the development of modern societies and how these
perspectives shape contemporary social, political, and economic realities.
This project originated from two primary experiences I had prior to pursuing a doctorate,
and took shape through coursework at the CUNY Graduate Center and the Schomburg Center for
Research in Black Culture, and teaching at Queens College. The first experience was singing for
ten years in the Chicago Children’s Choir, founded in 1956 as an interracial choir, which
normalized an extraordinarily diverse musical and social practice, reflected in the student body,
the repertoire, and the conducting and administrative staff. The director, Rev. Christopher
Moore, was explicit about creating substantive connections across perceived social boundaries.
When I was a member from ages eight to eighteen, one of the choir’s primary goals was “to
maintain Choir membership open to boys and girls of all racial, cultural, religious and economic
backgrounds,” (Chicago Children’s Choir 1977), which was reflected in repertoire selection,
recruitment strategies for singers, and hiring strategies for staff. When I later majored in music in
college, I learned that this range of diversity was missing from the required, normative
curriculum.
A second shaping experience was attending the Chicago Center for Urban Life and
Culture (CCULC), an urban studies program for college students, “recognized nationwide as a
leader in experiential education” (Chicago Center 2012). Founded in 1970,
Chicago Center equips college students and other participants to learn from diverse urban
communities through innovative programs, seminars, and internships. The Center
expands the traditional classroom with a community-based, first voice pedagogy that
prepares its students for greater self-awareness and global citizenship. (Ibid.)
CCULC defines first voice pedagogy as one in which those who speak on behalf of a community
do so from within that community’s shared experience and knowledge base. For example, when
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studying economic development in a particular neighborhood in Chicago, students meet with
people who are at the center of that development, and have been given the right to speak on the
community’s behalf by the community itself.
Even though I had grown up in a diverse environment—my high school was 80% black,
my neighborhood was integrated more than the American norm—the urban studies program
expanded my sense of the city, opening ways to connect with neighborhoods that sometimes
seemed off limits or elicited caution. After graduating from college, I worked part-time for the
Chicago Center assisting professors in creating course events and living as a residence
coordinator for short-term classes. Later, when working full-time as a musician and educator, I
served on the Board of Directors. I chose to stay involved because the Chicago Center provided
the means to continue learning about the city’s cultural, economic, and political life in an
intentional way, beyond what might be considered the most well-known neighborhoods and
cultural institutions. I was able to continue learning from first voice resources to which I would
not have had as much access on my own. This, in turn, contributed to ongoing confidence in
engaging with people across socially constructed boundaries and deepening my knowledge of
how the city’s neighborhoods function in relationship with each other.
For example, as a student, meeting with community leaders in Pilsen, Chicago’s oldest
Mexican neighborhood, hearing stories from a current artist about the history of the mural
movement there, visiting the National Museum of Mexican Art, having lunch at Nuevo Leon,
and meeting with a representative of the Eighteenth Street Development Corporation allowed me
to consider the dynamics of one of Chicago’s Mexican communities in a vibrant and complex
way, and paved the way for me to return and continue fostering connections. Similarly, in
visiting Chicago’s south side, meeting with Doug Gills of the Kenwood Oakland Community
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Organization (KOCO) and hearing about how the organization is advocating for the well-being
of its residents, then being welcomed as a class to his home for dinner further allowed me to gain
insight and draw my own conclusions about neighborhoods within walking distance of my high
school, but across imagined barriers of 47th street or Drexel Avenue. KOCO’s work countered
the dominant narrative on the mainstream news about the south side, as did attending a Saturday
morning meeting of Operation PUSH, visiting the DuSable Museum of African American
History, seeing the economic diversity of African American neighborhoods, attending a church
service, and meeting with additional community representatives in each location. In addition to
being able to learn first-hand from organizations and people, the experience of going to those
locations opened possibilities of returning and developing connections on my own. When I
attended the Center as a student, a personal project over the course of the summer was reflecting
on the role of music in society. I visited an African American church service where a friend was
a choir director and interviewed her afterward; returned to Operation PUSH to consider more
closely the role of music in the Saturday morning coalition meeting; interviewed Dr. Rita Simó
of the People’s Music School; and participated as a pianist in an open mic at a blues club, Rosa’s
Lounge. These experiences allowed me to step back from a traditional curriculum and examine
the larger picture of how my potential degree in music was relevant to musical praxis beyond the
concert hall. When I later worked for nine years as conductor with the Chicago Children’s Choir,
directing choirs in public schools throughout the metropolitan area and directing an after-school
choir in Hyde Park, I had a deeper perspective from which to connect with the students, the
schools, and their surrounding communities. Additionally, a friend through the Chicago Center
introduced me to a community gospel choir, Choral Thunder, and singing in the choir for a
number of years expanded my knowledge of repertoire and performance practice and energized
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my personal musicianship. I appreciated that my voice felt more free and healthy singing in this
group than in some other professional contexts and valued a welcoming sense of community
fostered by its members. I would not have known about the group nor likely participated if I did
not have that connection. My ongoing participation with the Chicago Center re-inspired my
relationship with music, fostered my own sense of political agency, and gave me a model of
community-based pedagogy that continues to shape my work and is central to this dissertation.
At the beginning of my doctoral studies, I was interested in researching connections
between music and social change, focusing on race relations. Important coursework filled in gaps
in my knowledge about African American political and musical history, social theory, and how
all of this is related to musical praxis. Some of these courses became central to the theoretical
framework for this dissertation. In one course, “(Ethno-)Musicology and Social Theory,” taught
by Jane Sugarman, learning about the concept of social construction addressed my previously
unanswered questions about the origin of contemporary socio-political systems such as racialized
hierarchies, investigating how they are, indeed, constructed, and not innate and unchanging. An
annual summer educator’s institute at the Schomburg Center for Research in Black Culture,
“Black History 360°,” created by Schomburg Director of Education Deirdre Hollman, provided
me with new background with which to study black history from a global perspective and to
consider methods of curriculum development. A second course at the Graduate Center, Leith
Mullings’s “Introduction to the African Diaspora,” provided new material with which to study
international social movements connected to the African diaspora, and to analyze race, class, and
gender from a global perspective. There, I began to research how the African diaspora is
represented in standard music history textbooks. In Manning Marable’s Columbia University
course on “Twentieth Century African American History,” I learned specific ways different
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groups of Americans are unjustly racialized, and a means of resistance, namely, “harness[ing] the
living power of black heritage and our narratives of resistance” (Marable 2006:xx).
Designers of higher education choral curricula have unique opportunities to harness black
heritage and narratives of resistance, yet contemporary curricula do not regularly facilitate these
opportunities. In higher education choral curricula, and especially at predominantly white
institutions, students participate in required ensembles for multiple semesters, primarily singing
music by composers in the Western European tradition. Students do not regularly sing music by
composers of African descent, and if they do, repertoire is usually limited to African American
spirituals. Students are rarely asked to study the social, political, and musical context of
spirituals, and their continuous development over 250 years, with the same depth as they are
asked to do for music in the Western European tradition. This phenomenon prevails for
additional choral genres connected with the African diaspora, such as gospel or jazz, as well as
with genres from the African continent. In addition, students do not regularly study choral music
of the Western European tradition by black composers. Students accumulate nuanced, in-depth
knowledge of music by white composers of Western European descent, while knowledge of
music by people of African descent is limited, non-existent, or racialized. First voice pedagogy
in music curricula can counter these omissions in ways that not only contribute to what could be
defined as authentic knowledge about a subject, but can also model global habits of citizenship
toward racial justice. Inspired by political theorist Danielle Allen, I define habits of citizenship in
both micro, interpersonal levels, and in macro, societal levels (Allen 2004). Habits are the ways
we engage with each other; how we listen, speak, and negotiate the balance of agency, resources,
and power at from interpersonal to international levels. Negotiating an exchange while riding a
subway is a habit of citizenship, as is considering national budgets and global health. Not
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everyone is afforded the same respect, however, and discourses of safety can prevent people
from exploring neighborhoods or regions of the world. Perceptions of safety can impact how
someone walks down the street and whether they acknowledge people they see, or whether they
lock their cars when someone passes. These perceptions can impact how police are trained and
how they decide who is threatening, as well as impact how resources are allocated to
neighborhoods. They can also impact musical praxis. Applying a first voice pedagogy can
expand perspectives about not only musical traditions but also about the communities in which
they originate.
I had been teaching at Queens College as part of a fellowship, and a colleague, Dr.
Sandra Babb, invited me to propose a course that could be an experiment in what I felt was
missing. I proposed what was listed as an interdisciplinary history course, designed to study
music of Africa and the African diaspora within a transformative pedagogical framework, using
both traditional methods of learning based in the classroom as well as experiential methods of
learning. The students targeted for enrollment were pursuing a Master of Science in Music
Education or Master of Music in Jazz Studies, though it was open to students in any degree
program. A primary aim of the course was to adapt a first voice pedagogy as modeled by the
Chicago Center to a traditionally scheduled course offered by a college. Thus, within the
confines of a class that met once a week, I strove to connect students with leading experts in
many genres of black music or history—first voice sources of knowledge—representing varied
and nuanced perspectives, and to place student learning in communities connected to the African
diaspora as much as possible.
In addition to seminars with guest presenters, the course incorporated readings on music
history and analysis, music listening assignments, weekly written reflections on class material,
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and research projects. A major “text” of the course, particularly in the second year, was choral
music; a portion of each class session consisted of rehearsing these pieces. When guest experts
were present they also coached the students on these pieces or taught new musical selections.
The research for this dissertation can be considered in two parts. First, it is a qualitative
experimental design of a college course, in that it was a new course with a unique combination of
learning objectives and pedagogical approaches. Second, it is a case study of the course, using
student writing to assess student perspectives on race and racialization and choral music of the
African diaspora in the United States, and whether these perspectives shifted at all. The writing
is used to assess the efficacy of the course in meeting its objectives.
Literature Review
In 2006, the Association for American Colleges and Universities (AAC&U) conducted
research on global education at approximately one hundred liberal arts colleges, which was
supplemented by three-year case studies of eleven institutions of higher learning (Musil 2006:2).
These studies were funded by the Andrew Mellon Foundation and the U.S. Department of
Education Fund for the Improvement of Postsecondary Education (FIPSE). The studies found
that “a large (and growing) number of liberal arts colleges specifically indicate in their mission
statements that their graduates should be prepared to thrive in a future characterized by global
interdependence” (Ibid.:2). They also found, however, that students are not provided with regular
learning opportunities to do so in robust ways, and that the majority of students take one course
in a non-Western culture, which reinforces a dichotomous rather than an interdependent
relationship. Although the AAC&U calls for creating transformative curricula with regard to
global education and provides extensive resources for doing so, I have not found a specific guide
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for applying these concepts to choral curricula, explicitly addressing issues of race, and focusing
on music of Africa and the African diaspora.
At the time this project began, I identified several educators who incorporate important
innovations in music curriculum development. Their work greatly shaped my thinking as I
prepared my experiment course. Akosua Obuo Addo has been teaching a general music teacher
preparation course at the University of Minnesota that employs an internationalist framework.
The goals are: “1) facilitating study abroad programs and exchange programs to broaden
perspectives; 2) learning about other languages and cultures as a way of developing intercultural
skills and communication; and 3) preparing students [on campus] to work in the global
knowledge economy” (Addo 2009:305). Dr. Addo examines the curriculum with a central
question: “How can teacher educators prepare future educators to recognize diverse arts cultures
and communities, and know how to learn about, and incorporate these bi- and multi-lateral
perspectives into instruction?” (Ibid.). In addressing this question, Addo recognizes the value of
travel in developing one’s ability to recognize and respect diverse cultures and therefore
recommends incorporating off-campus seminars to local neighboring communities. She argues
that internationalizing a curriculum can be accomplished in the United States by studying global
musical traditions in an interconnected framework that does not place one in a hierarchical
position above the other, but, rather, analyzes them multilaterally. One cannot cover all music in
any one class, but internationalizing a curriculum could help focus an effort to diversify. One
could begin by examining two musical traditions from within their own aesthetic frameworks
rather than a framework in which one musical tradition is centered and the second tradition is
“the other.” This is often the case when referring to Western and non-Western music in choral
classes. She also argues that internationalizing a curriculum incorporates epistemic, eudemonic,
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and civic learning outcomes. (Ibid.:306). Whereas, by including seminars, Addo incorporates
what could be considered community-based pedagogy, her focus is not just on music of the
African diaspora.
In “The Sounds of Silence: Talking Race in Music Education,” Deborah Bradley
examines why race is uncomfortable and challenging to address and advocates talking openly
about race and racialization (Bradley 2007). She applies this in a case study of her graduate
seminar, “Race Issues in Music Education,” where she incorporates readings and discussion. She
reports that at the end of the class her students have articulated a desire to be more prepared for
teaching in diverse settings. Bradley’s course focuses specifically on issues of racism but does
not have a guest seminar or internship component. Although the students articulate a desire to
broaden their knowledge, there isn’t an experiential model built into the class that would give the
students an opportunity to navigate race relations, and the students do not sing or listen to music.
In “Equity and Access in Music Education: Conceptualizing Culture as Barriers to and
Supports for Music Learning,” Butler et al. define a conceptual model for the investigation of
issues surrounding race, ethnicity and culture and how they relate to music learning. Their model
is designed to support research that addresses these issues, but they do not offer a case study of a
course that has implemented this model (Butler 2007).
In a review of diversity scholarship and education in South Africa, Michael Cross argues
that a “paradigm shift is required to ensure that the reconfiguring of programme offerings takes
place within a transformative rather than merely affirmative and add-on framework, in which
issues of race, class, gender, ethnicity and other forms of identity, are brought to the core of
research and curriculum agenda” (Cross 2004:407). Though Cross is focusing on South Africa,
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this philosophical framework is applicable to all countries, and in particular, the United States,
and I drew on this claim in constructing my course.
Structure of the Dissertation
This dissertation begins by introducing the theoretical framework upon which the project
was designed, discusses how the framework was applied to a college course, analyzes students’
written responses, and finally, poses questions for further research. Specifically, Chapter 2
outlines primary claims upon which the course was designed and assessed, organized around the
content areas of race, history, music, and pedagogy. Chapter 3 demonstrates how the theoretical
framework was applied to the construction of the course for the Fall 2012 semester, and how it
was adapted for the Fall 2013 semester. Chapter 4 examines student perspectives on race and
racialization, history, music, and pedagogy as expressed through their writing, assesses whether
these perspectives changed or not as a result of their participation in the course, and analyzes
how this is relevant to habits of global citizenship. Chapter 5 evaluates the effectiveness of the
course, critiques what did not work and what could be revised and improved, considers
additional questions the course provokes, and analyzes implications of the results. The
Appendices includes class syllabi, assignments, and schedules for both years.
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Chapter 2—Theoretical Framework
This chapter establishes the theoretical framework upon which this dissertation research
was built. First, I discuss the conceptual framework—an experimental design—upon which the
course was constructed. Next, I discuss the methodology behind the design of the case study of
the course.
Experimental Design
The purpose of this section is to establish the conceptual framework upon which the class
was built, addressing the primary question, “How are higher education choral curricula
connected to racialized political and economic realities, and how may higher education choral
curricula perpetuate or undermine these racialized realities?” and the sub-questions:
1.

What are students’ attitudes, assumptions, and perspectives toward choral music of
the African diaspora in the United States?

2.

What are students’ attitudes, assumptions, and perspectives toward race and
racialization?

3.

How do people change perspectives on race and racialization?

4.

How do people gain confidence in creating connections across socially constructed
boundaries such as race?

In order to address these questions and establish the groundwork for the design of the
class, this discussion will be framed around four subjects: race, history, music, and pedagogy. In
each section I make claims, based on current literature, about contemporary racialized realities
and how they may be perpetuated or undermined; I assert that these claims are relevant to higher
education choral curricula that strive to prepare students for global citizenship.
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Language
Ongoing discussion continues about capitalization of the words “black” and “white”
(Appiah 2020; Touré 2011:16). In this dissertation, if an author I cite has chosen to capitalize
“Black” I am maintaining their choice. For example, the author Touré cites his reasoning:
I have chosen to capitalize the word “Black” and lowercase “white” throughout
this book. I believe “Black” constitutes a group, an ethnicity equivalent to
African-American, Negro, or, in terms of a sense of ethnic cohesion, Irish, Polish,
or Chinese. I don’t believe that whiteness merits the same treatment. Most
American whites think of themselves as Italian-American or Jewish or otherwise
relating to past connections that Blacks cannot make because of the familial and
national disruptions of slavery. So to me, because Black speaks to an unknown
familial/national past it deserves capitalization. (Touré 2011:16)
Charles Mills further analyzes the use of capitalization of “Whiteness” to indicate power
relations:
By recognizing it as a political system, the “Racial Contract” voluntarizes race in
the same way the social contract voluntarizes the creation of society and the state.
It distinguishes between whiteness as phenotype/genealogy and Whiteness as a
political commitment to white supremacy, thus making conceptual room for
“white renegades” and “race traitors.” And its aim is not to replace one Racial
Contract with another of a different color but ultimately to eliminate race (not as
innocent human variety but as ontological superiority and inferiority, as
differential entitlement and privilege) altogether. (Mills:1997)
Mills creates the theory of the “Racial Contract” to describe the reality of racialized
social relations when social contract theory developed in the Enlightenment period, and since.
Although theorists such as Kant, Locke, Rousseau and Hobbes revolutionized social theory with
statements of humanitarian ideals, the fact that these theories developed concurrent with the
transatlantic slave trade is not consistently recognized. Mills’s development of the Racial
Contract is an attempt to correct this omission. Acknowledging the conflict between the reality
of the slave trade and the humanitarian ideals of the Enlightenment allows for a reclaiming of
these ideals within a commitment to racial justice. Understanding the social contract to be a
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racialized one focuses on the dominant political environment, characterized by a commitment to
the superiority of “Whiteness” and simultaneously allows for individuals to disavow this
environment, making room for whiteness or blackness to be descriptive without denoting a
political hierarchy and commenting on the worth of an individual.
For the purpose of striving to eliminate the power relations associated with race, unless
someone has chosen to self-identify as Black or White, I am not capitalizing black and white
unless explicitly discussing political relationships. I recognize this issue needs further analysis:
Reasoned arguments about linguistic usages must always reckon with the fact that
language is a set of conventions, to be determined by the consensus of language
users…There’s no objectively correct answer to the question of whether to
capitalize black and white in advance of such a consensus. (Appiah 2020)
My intention is to delegitimize the political system of white supremacy, to recognize the cultural,
ethnic identity that can be expressed by capitalizing “Black” when someone has chosen it for
themselves, to acknowledge the realities of the limitations of language, and ultimately to create
space for new social paradigms.
Race
The claims upon which the design of the class was built were that 1) race is a social
construction; 2) race is a visceral social reality that impacts global economic and political habits
of citizenship in unjust ways; and 3) one way to address unjust realities is to foster habits of
citizenship that “strive to transcend essentialized notions of race while analyzing the destructive
processes of racialization” (Mullings 2009:7). I am calling these habits of citizenship in support
of racial justice. I define racial justice to mean that one group of people is not economically and
politically advantaged over another because of the amount of melanin in their skin; that one
group is not deemed inferior or superior because of skin color; and that our concept of
personhood means all people, not just white people. Whereas this definition of justice was
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enacted as law in 1964 with the Civil Rights Act, this law did not automatically change
individual perspectives of those who fought against it, nor their everyday acts as citizens, nor
their habits of citizenship through which democracy is rendered. Although the law made it illegal
to discriminate on the basis of skin color in public spaces and in employment practices and
ushered in growth in black employment, political representation, and social structures,
enforcement is another matter and it did not eliminate incidents of discrimination based on race.
In Talking to Strangers: Anxieties of Citizenship Since Brown vs. Board of Education, Danielle
Allen argues,
[T]he United States was reconstituted between 1954 and 1965 during the civil
rights movement. We have fresh aspirations and reformed institutions but, I
contended, not yet new forms of citizenship. We cultivate habits neither for
dealing with political loss nor for generating trust among strangers. This leads to
two questions. Where do our old habits come from? And what would a trustgenerating citizenship look like?” (Allen 2004:53)
In the next section I will briefly discuss the origins of these old habits by examining how
race is a social construction, how “race” is simultaneously an unjust socio-political reality, and
by presenting theories for working toward racial justice upon which this research was built.
Race as a Social Construction
Scientists have proven there is no genetic basis for race, and that race is socially
constructed instead (Treitler 2013:23). Given this fact, how did a racialized hierarchy develop,
placing people with light skin at the top of the hierarchy and people with dark skin at the bottom?
Further, how did the system of white supremacy develop and how is it maintained amidst a
contemporary political system of global, colorblind neoliberalism? How, in a world that purports
colorblindness and a belief in human equality, does the system of white supremacy continue to
exert itself?
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The political system of white supremacy developed with the origins of global capitalism.
This construction is not adequately addressed in contemporary discourse. Human hierarchies
have been in place since antiquity, but it was the Portuguese and British expansion to the
Americas and the need for labor in the sixteenth century where the notion that darkness was
inferior to lightness was linked to global systems of power (Kendi 2017). In The Racial
Contract, Charles Mills argues, whiteness becomes “not a color at all, but a set of power
relations” (Mills 1997:127). The Guyanese scholar and activist, Walter Rodney, writes:
[I]t can be affirmed without reservation that the white racism which came to
pervade the world was an integral part of the capitalist mode of
production….European planters and miners enslaved Africans for economic
reasons, so that their labor power could be exploited. Indeed, it would have been
impossible to open up the New World and to use it as a constant generator of
wealth, had it not been for African labor….Europeans at home and abroad found
it necessary to rationalize that exploitation in racist terms as well. (Rodney in
Marable 2000:xxi)
Ideas about racial inferiority were used to justify the dehumanization and exploitation of
people with dark skin by particular people in power (Kendi 2017). Whereas the authors of these
theories can be cited, the origins of this construction have become lost over generations, and the
social habits and economic and political systems are made to seem innate. Rodney continues,
“Oppression follows logically from exploitation, so as to guarantee the latter. Oppression of the
African people on purely racial grounds accompanied, strengthened, and became
indistinguishable from oppression for economic reasons” (Rodney in Marable 2000:xxi). The
racialization of African people was a constructed phenomenon, supporting a need for labor in the
Americas, and while slavery is outlawed, racist ideas connected to its origins persist and are
connected to contemporary political and economic structures. This argument is further supported
by Leith Mullings, who summarizes two significant strands of intellectual thought regarding
racism, one linked to human nature that considers race to be “innate, natural, or primordial,” and
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one linked to “structures of power that emerge through processes of accumulation and
dispossession within local and transnational contexts” (Mullings 2005:668). This dissertation is
grounded in the latter theory: that the act of assigning a racial identity based on one’s phenotype
is a human phenomenon, economically motivated, and is thus not innate. Social relations
between groups that are assigned races and incorporated into racial hierarchies perpetuate racial
thinking and unequal treatment among ethnic groups in the USA (Treitler 2013).
Race as Reality
In this section I will summarize ways that racialized realities persist, despite a legislative
commitment to the ideal definition of colorblindness. I focus on social, political, and economic
realities, and argue how higher education choral curricula are connected to these realities.
Whereas the 1964 Civil Rights Act criminalized discrimination on the basis of race in public
spaces and in employment practices—leading to significant progress in the struggle for racial
justice—the legislation did not usher in a period of de-racialized bliss and economic equality.
For all those who argued for the passage of the legislation, there were those who fought it. In
theory, race was no longer relevant, yet in practice, social habits persisted. Beginning in the
1970s, the development of global neoliberalism—characterized by deregulation of the market
and privatization of public goods, services, and policies—coupled with colorblind language,
perpetuated, and in some cases exacerbated, unjust racialized realities.
Social Realities
Although legal segregation ended in 1964, the United States remains significantly
segregated well into the 21st century (Williams and Emamdjomeh 2018). This impacts social
structures like schools and religious institutions along with the musical practices they inhabit.
This, in turn, shapes perspectives that students then bring to college music programs. From
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where would students who are not African American get their ideas about the African diaspora?
Perhaps from popular media, a problematic source. In a comprehensive study, The Opportunity
Agenda (2011) found a pattern of underrepresentation, exaggeration of negative associations,
limiting of positive associations, and connections to perceived, intractable social problems when
studying media representations of black males. Moreover, it also demonstrated that the media
omits important contexts, “such as historical antecedents of black male disadvantage and
persistence of anti-black male bias” (The Opportunity Agenda 2011:14). The phenomenon
impacts perceptions associated with blackness, particularly when there is little social contact.
“Studies show that media images have the greatest impact on perceptions when viewers have less
real-world experience with the topic; in other words, the “media world” can be mistaken for the
real world, unless audiences have sufficient personal experience to counteract its effects”
(Ibid.:14). Therefore, due to racial segregation, the perception of black men is impacted by
dominant media narratives, and, according to the study, can result in the following attitudes:
1.
2.
3.
4.
5.
6.

General antagonism toward black males;
Exaggerated views of, expectations of, and tolerance for race-based socioeconomic disparities;
Exaggerated views related to criminality and violence;
Lack of identification with or sympathy for black males;
Reduced attention to structural and other big-picture factors;
Public support for punitive approaches to problems. (Ibid. 14)

These perceptions, can, in turn, impact perceptions of music associated with black men.
Economic Realities
One significant way that race continues to impact economic realities is in employment
opportunities. Although employment discrimination on the basis of color has been outlawed
since 1965, racist practices that impact employment did not transform overnight, nor have they
been completely eradicated. For example, during the economic crisis in the 1970s, race could not
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be legally used as a justification to lay off an employee, but in instances where seniority was a
factor, layoffs could occur among communities of color because many people had just been hired
after the 1965 Civil Rights Act (Hutchison 2010:10). In this way, African Americans were
impacted to a greater extent, though the language of race was not an explicit factor in the layoff
decisions. In another example,
In 1990…two former employees of one of New York City’s largest employment
agencies divulged that discrimination was routinely practiced against black
applicants, though concealed behind a number of code words. Clients who did not
want to hire blacks would indicate their preference for applicants who were ‘All
American.’ For its part the agency would signal that an applicant was black by
reversing the initials of the placement counselor.” (Steinberg in Mills 1997:75)
Thus, discrimination exists, but is not always explicit. “Nonwhites then find that race is,
paradoxically, both everywhere and nowhere, structuring their lives but not formally recognized
in political/moral theory” (Mills 1997:76). These are just a few examples of economic realities
unjustly impacted by race.
Political Realities
Here, I focus on three contemporary political phenomena: the criminal justice system,
voting rights, and lynching. I believe them all to directly affect the educational and cultural
resources that in turn more directly impact musical practices.
In the United States, criminal justice procedures are unjustly racialized and one
contributing factor is how law enforcement agencies target communities of people of color
(African American, Latinx, and Asian, for example). In The New Jim Crow, Michelle Alexander
describes a study in racial profiling by the police in Maryland and New Jersey in the 1990s.
In fact, in New Jersey, whites were almost twice as likely to be found with illegal
drugs or contraband as African Americans, and five times as likely to be found
with contraband as Latinos. Although whites were more likely to be guilty of
carrying drugs, they were far less likely to be viewed as suspicious, resulting in
relatively few stops, searches, and arrests of whites…Law enforcement
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officials…often point to the racial composition of our prisons and jails as a
justification for targeting racial minorities, but the empirical evidence actually
suggested the opposite conclusion was warranted. The disproportionate
imprisonment of people of color was, in part, a product of racial profiling—not a
justification for it. (Alexander 2010:131)
This practice is key in laying bare the systemic injustice of the “prison-industrial
complex,” and how, in turn, the incarceration rates of people of color result in
disenfranchisement. The United States is relatively unique in its restrictive laws regarding felon
disenfranchisement, particularly after a person is released from prison (ProCon 2018). In
addition,
[i]n the last 40 years, due to the dramatic expansion of the criminal justice system,
these laws have significantly affected the political voice of many American
communities…One in 13 African Americans of voting age is disenfranchised, a
rate more than four times greater than that of non-African Americans. Over 7.4
percent of the adult African American population is disenfranchised compared to
1.8 percent of the non-African American population. (Sentencing Project 2014)
African American disenfranchisement rates also vary significantly by state. In four
states—Florida (21 percent), Kentucky (26 percent), Tennessee (21 percent), and Virginia (22
percent)—more than one in five African Americans is disenfranchised” (Sentencing Project
2014). This significantly impacts the role that African Americans may play in one of the most
important exercises of civic engagement and power.
To view the contemporary racial perspectives of people in positions of political power, I
focus on the issue of lynching. From 1882 to 1927, over 3,500 black people were lynched in the
United States. Although the practice diminished after 1927, it continued well into the second half
of the 20th century and, arguably, is still occurring. Though multiple proposals for a bill issuing
a formal apology were brought before Congress, it was not until 2005 when a bill passed. Even
then, “eight senators still refused to concede an apology” (Marable 2006:19), and as of this
writing, one is still in office, John Cornyn (R-Texas) and two retired on January 3, 2021: Lamar
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Alexander (R-Tennessee), and Michael Enzi (R-Wyoming). All three of these politicians have
shaped contemporary political, economic, and social practices—habits of citizenship—in their
states and one continues to do so.
Manning Marable asserts that these phenomena do not exist in isolation but influence
each other; mass unemployment, mass incarceration and mass disenfranchisement create a
deadly triangle that contributes to “an endless cycle of economic marginalization, stigmatization,
and social exclusion, culminating in civil and social death for millions of Americans” (Marable
2006:215). Musical practices exist in social contexts and are not isolated from these phenomena.
Habits of Citizenship Toward Racial Justice
The realities outlined above illustrate that while racial discrimination is illegal, racialized
disparities are real. One primary theory upon which this project was based is that if these realities
are ignored, they will continue; they will not be fixed unless they are addressed. Charles Mills
reinforces this:
[W]hat needs to be recognized is that side by side with the existing political
structures familiar to all of us, the standard subject matter of political theory—
absolutism and constitutionalism, dictatorship and democracy, capitalism and
socialism—there has also been an unnamed global political structure—global
white supremacy—and these struggles are in part struggles against this system.
Until the system is named and seen as such, no serious theoretical appreciation of
the significance of these phenomena is possible. (Mills 1997:125)
This theory allows for the acknowledgement of racialized realities without compromising one’s
commitment to a colorblind ideal.
In further considering the term colorblindness, and to clarify my use of the term, I refer to
two interpretations, both with roots in the Supreme Court case Plessy v. Ferguson, 1896, and
classified by Phillip Hutchison in his 2010 dissertation, “The Political Economy of
Colorblindness: Neoliberalism and the Reproduction of Racial Inequality in the United States.”
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Hutchison acknowledges that the history of the term colorblindness from 1896 forward is
complex but argues that two interpretations emerge. One interpretation was initiated by Albion
Tourgee, the lawyer representing Homer Plessy, and captures the ideal that no person should be
judged by the color of his or her skin. Committed to ending racialized injustice, Tourgee coined
the term “color-blind” asserting that contemporary society was not colorblind, but that it should
be. Mark Elliott asserts that Tourgee’s use of the word “color-blind” in a letter to the North
Carolina Standard was the “first recorded use of the metaphor” (quoted in Hutchison 2010:74).
Elliott interprets Tourgee’s meaning behind the use of the word:
For Tourgee, the metaphor of color-blind justice referred to a transcendental goal
of equality before the law, regardless of race. It did not blind him to the
multifarious influence of racism in his courtroom nor prevent him from taking
active measures to combat it. When Tourgee threw out the conviction in the
larceny case [which involved a black male] in the name of color-blind justice, he
did so because he felt the jury’s verdict had been based on racial prejudice rather
than a reasonable assessment of the evidence….To achieve equality before the
law, therefore, he found it necessary to take the realities of racism into account.
(quoted in Hutchison 2010, 75)
This interpretation, as Richard Thompson Ford asserts,
…was not simply an ideal that a white mainstream forced on people of color;
instead it was one pole of a long running tension within black liberationist
thought. Some of the more passionate advocates of colorblindness, strong racial
integration, and even assimilation, were people of color who truly believed in the
moral justice and pragmatic necessity of these goals. (quoted in Hutchison
2010:14)
The second interpretation was appropriated by the judge presiding over Plessy v.
Ferguson, John Marshall Harlan. This interpretation allows for policies to be enacted that do not
have color-conscious language, but in fact, have racialized consequences. Harlan’s use of the
idea of colorblindness can be interpreted as an intentional means to maintain white racial
dominance (Hutchison 2010: 82). A significant passage in Harlan’s dissent is his only allusion to
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colorblindness, and has been used by politicians and scholars—generally conservative—in the
post-civil rights era to advocate for policies:
The white race deems itself to be the dominant race in this country. And so it is in
prestige, in achievements, in education, in wealth and in power. So, I doubt not it
will continue to be for all time if it remains true to its great heritage and holds fast
to the principles of constitutional liberty. But in view of the Constitution, in the
eye of the law, there is in this country no superior, dominant, ruling class of
citizens. There is no caste here. Our Constitution is color-blind, and neither knows
nor tolerates classes among citizens. In respect of civil-rights, all citizens are
equal before the law. The humblest is the peer of the most powerful. The law
regards man as man, and takes no account of his surroundings or of his color
when his civil rights as guaranteed by the supreme law of the land are involved.
(quoted in Hutchison 2010:80-81)
Although this dissent has been usually used without the first three sentences, the solicitor
general for the Reagan administration, Charles Fried, did explicitly acknowledge the reference to
white dominance, and recognized that Harlan’s dissent in Plessy “offered a pretty good slogan
for this part of the Reagan Revolution” (quoted in Hutchison 2010:81-82).
At a more local level, one effect of ignoring explicit discussions of race is outlined in
NurtureShock: New Thinking About Children in the chapter, “Why White Parents Don’t Talk
About Race” (Bronson 2009). White families volunteered to participate in a study to assess their
five- to seven-year old children’s racial attitudes, and to see if they changed after trying one of
three approaches: 1) reviewing a checklist of topics to discuss as a family; 2) watching a
multicultural video; and 3) watching both the video and going through the checklist. Prior to
implementing these approaches, in the diagnostic tests, children were asked questions like “How
many white people are nice?” “How many black people are nice?” and “Do your parents like
black people?” One finding from the diagnostic test revealed that in families who previously had
not discussed race with their children, their children sometimes did not assert that their parents
liked black people; they answered negatively to that question, despite the parents’ assertion to
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the contrary. The researcher asserted that children did not automatically assume their parents
liked black people. After families completed the study, the children were assessed again to see if
their answers shifted. For all of the families who indicated that they had gone beyond the
checklist and had a “meaningful interaction” and “true discussion” with their children about
interracial friendships, the children’s racial attitudes improved.
This finding is aligned with research by Dr. Beverly Tatum, former president of Spelman
College, as outlined in Touré’s, Who’s Afraid of Post-Blackness? Dr. Tatum describes three
different approaches to parenting black children, and how these approaches impact racial identity
in negotiating predominantly white environments. She calls these parenting approaches “raceconscious,” “race-avoidant,” or “race-neutral” and asserts,
Race-conscious families talk about race a lot and are active in building a social
network for their kids to interact with other Blacks…Race-avoidant families are
silent about race, they just don’t talk about it, leaving kids on their own to figure it
all out. Race-neutral families feel it’s important to have a Black social network
but don’t know how to create one, and may give their kids more information
about race and Black identity than a race-avoidant family would but a fraction of
the knowledge that kids in a race-conscious family will get. (Tatum in Touré
2011:176)
Dr. Tatum describes the impact that these typologies have when kids then become adults:
All of them described racial incidents of one kind or another occurring at the
college level…But the ones who had grown up in a race-conscious way could
recognize other people’s nonsense and call it that. As opposed to those who had
grown up in race-avoidant families, who were more likely to internalize in a kind
of depressed or sad way when they encountered other people’s nonsense. (Ibid.)
Touré defines nonsense as “not just racism or negativity from whites but the ‘acting white’
accusation from blacks. People who grew up in race-conscious homes seem to have a better
sense of self and of race that allows them to not be devastated by the assertion” (Touré
2011:176). Baratunde Thurston, in How to Be Black, also emphasizes the importance of an
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honest history, not only focusing on the negative and “dehumanizing” impact of racialization but
also on the
…critical place black people occupy in American history…. [T]his is an
impressive and bold country whose ideas of what it means to be a country are
still, over 230 years after its founding, revolutionary…. The missing link for
many inside and outside of Black America has been to fully understand the role
black people have played in helping make those beautiful ideas more tangible and
real. (Thurston 2012:212)
To reiterate, the premise upon which this research was built is that we have inherited a
society deeply stratified along racial lines and if the accompanying realities are unacknowledged,
a racialized hierarchy will continue. Therefore, the course was designed around the premise that
in order to foster habits of citizenship that do not simply perpetuate a racialized hierarchy but
contribute to transforming it, one must name racialized realities, while being committed to a new
racial paradigm. Marable equates this with a shift akin to the shift in scientific thinking that
accompanied Einstein’s theory of relativity.
A productive way to think about the challenge that now confronts black political
culture may be drawn from the field of physics. For several centuries, Newtonian
physics defined what was measured and known about the physical universe….It
required nearly three centuries of scientific investigation to produce an Einstein,
who in 1905 advanced the heretical thesis that these rules had to be scrapped.
(Marable 2006:61-62)
Marable states that the shift needed with regard to racialization is of the same magnitude. One
can analyze systems of racialization we have inherited while defining a new paradigm upon
which to build social relations.
Any conceptual break from the rigid orthodoxies of global apartheid and U.S.
structural racism, then, forces upon us the necessity to delegitimize all existing
privileged systems of racial hierarchies and categories, and simultaneously to
construct a new social paradigm, even while taking into account all empirical and
historical evidence about the transnational processes of racialization. (Marable
2006:63)
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This is aligned with Mullings’s call to strive to transcend essentialized notions of race while
analyzing the processes of racialization. To do this, any aspect of organized society is relevant as
a means for perpetuating a racialized hierarchy or disrupting and transforming it. As Danielle
Allen states,
At this point, the citizen who desires to extend the reach of political friendship
would do well to catalog the powerful institutions within his polis. There will be
churches, schools, businesses, and political networks that offer opportunities and
resources to reweave the relationships among citizens by establishing contexts for
shared decision making. He should advocate the invention of a power-sharing
body to his own institution and try to identify those issues—whether social,
economic, or political—that affect the quality of life for everyone in the polis,
proposing these as especially important areas of discussion for any power-sharing
body. (Allen 2004:174-175)
Music departments in colleges and universities fall under the category of powerful
institutions in which relationships among citizens are woven. Interrogating who is participating
in music ensembles, who is reflected in concert programs, who is represented in literature
examples, and which aesthetic frameworks are prioritized are necessary for creating a paradigm
shift with regard to racialization and developing a more just polity.
In the next section I examine the discipline of history as a political institution in this light
and how historical scholarship is relevant to the question of how music curricula perpetuate or
undermine racialized realities.
History
Studying history contributes to our understanding of current circumstances, our
perspectives and assumptions about groups of people, and our own identities. Peter N. Stearns
writes.
[S]tudying history is essential for good citizenship….[History] provides data
about the emergence of national institutions, problems, and values…and helps us
understand how recent, current, and prospective changes that affect the lives of
citizens are emerging…and what causes are involved. (Stearns 1998)
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This connection between history and habits of citizenship is reinforced by Manning Marable, a
primary source for the theoretical framework in this section whom I have thus quoted
extensively:
Historical narratives—the stories we teach about past events—become
frameworks for understanding the past and for interpreting its meaning for our
own time and in our individual lives. In this way, history’s lessons, enduring
symbols (such as the United States flag—“Old Glory”), iconic personalities, and
distinctive language all have practical and powerful consequences in shaping civic
behavior and social consciousness. (Marable 2006:19)
Regarding the framework of American history, “U.S. democracy was constructed on a
distinctively racial foundation. The nation’s first law, the 1790 Emigration Act, limited
citizenship solely to ‘free white persons’” (Marable 2006:15). Thus, white supremacy was built
into the founding of the United States, yet how this shapes contemporary political realities is not
fully acknowledged in the dominant historical narrative. “America is a nation that continues to
evade and obscure from its own citizens the central drama of its own development—the glaring
contradiction of structural inequality that was justified by the color of one’s skin” (Marable
2006:xx). Charles Mills theorizes that ignorance is key in maintaining the political framework of
white supremacy:
[W]hite misunderstanding, misrepresentation, evasion, and self-deception on
matters related to race are among the most pervasive mental phenomena of the
past few hundred years, a cognitive and moral economy psychically required for
conquest, colonization, and enslavement. And these phenomena are in no way
accidental, but prescribed by the terms of the Racial Contract, which requires a
certain schedule of structured blindnesses and opacities in order to establish and
maintain the white polity. (Mills 1997:19)
This blindness is further reinforced by active marginalization, neglect, and erasure of history of
people of African descent.
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In a racist society—by this, I mean a society deeply stratified with “whiteness”
defined at the top and “blackness” occupying the bottom rungs—the obliteration
of the black past is absolutely essential to the preservation of white hegemony, or
domination. Since “race” itself is a fraudulent concept, devoid of scientific reality,
“racism” can only be rationalized and justified through the suppression of black
counternarratives that challenge society’s understanding about itself and its own
past. (Marable 2006:20)
Therefore, not only is white supremacy built into the political foundation of the United States,
this foundation is perpetuated by a continued ignorance of this construction, along with the
suppression of black historical narratives. Attempts at changing this reality in historical
scholarship are often additive: they may provide important, missing information, yet they do so
within a framework that promotes the false idea of American exceptionalism and embodies
principles of freedom, without acknowledging the hypocrisy of that belief against the reality of
the racial domain. A transformative approach to history can provide a strong counter-narrative.
In discussing recent, important contributions to historical scholarship, Marable asserts the
following:
While these and other documentary efforts are indeed admirable and worthy of
generous support, they separate history from theory and politics in certain
respects…seek[ing] to place the historical narrative of blacks in America into
America’s mainstream narrative about itself…What must be accomplished instead
is the subversion of the master narrative itself. This must involve to a great extent
the deconstruction of the legitimacy of white identity, and must uncover the
massive evidence of crimes against humanity routinely sanctioned by corporate
and state power. (Marable 2006:28-29)
The “subversion of the master narrative,” I assert, is aligned with Mullings’s call to
transcend essentialized notions of race while analyzing the processes of racialization; to imagine
new futures that are not bound to a racialized hierarchy, while acknowledging contemporary
realities.
This dissertation is grounded in these combined theories about the current reality. The
dominant historical narrative—the master narrative—of the United States is shaped by the
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political system of white supremacy, resulting in the marginalization and suppression of black
historical narratives, particularly those of resistance. This political system and historical
framework is not fully acknowledged in the dominant discourse. Attempts at change are often
additive, filling in gaps but without interrogating the framework in a potentially transformative
way. Therefore, a paradigm shift in historical scholarship is needed that analyzes how
racialization has impacted historical narratives, within a commitment to new futures.
Specifically, with regard to American history, this research was grounded in the following
guidelines that I assert are habits of global citizenship in support of racial justice.
•

Interrogate the framework of historical narratives.

•

Reconstruct authentic, living, black history.

•

Harness a narrative of resistance.

•

Study black history within a global framework.

I will expand on these last four points. Regarding the first point, the goal of the course
was to provide frameworks for students to consider their primary sources of knowledge about
American history, and to analyze if these sources are adequate, or if additional sources are
needed to provide a more thorough history. In a sense, it was to equip students to analyze
multilateral perspectives on historical events, rather than only the dominant one. The dominant,
master narrative of American history is the one in which America is exceptional, and the land of
the free, and that does not adequately acknowledge the hypocrisy of the narrative (Marable
2006:2). A multilateral perspective of American history would enable students to evaluate
sources of knowledge, such as textbooks. Students could then analyze events from not just a
white, male perspective, but from perspectives of those who have been “othered,” or not
recognized as fully human when historical documents, such as the US Constitution, were drafted.
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With regard to black history, this means studying American history from the perspectives of
black people. It means considering historical narratives from a perspective in which full
personhood is fully realized among all groups of people. Manning Marable’s definition of an
authentic black history is an
…historical narrative in which blacks themselves are the principal actors, and that
the story is told and explained largely from their own vantage point. The authentic
narrative rejects out of hand the inferiority—biological, genetic, or cultural—of
people of African descent to any other branches of the human family. (Marable
2006:21)
The design of the course was grounded in this principle, that when considering choral music of
the African diaspora, historical narratives of the music—to be considered authentic—must be
told from the vantage point of people of the African diaspora, and that any concept of white
supremacy or black inferiority is rejected. Since I cannot be categorized as black, or from the
African diaspora, this meant that in order to present an authentic perspective on history and
music, I had to provide students with opportunities to read and hear from authentic perspectives
at every level of the course. Additionally, since racialization has impacted the access to
published materials, traditionally used in the academy, it was important to apply what Marable
calls a “living history.”
Reconstructing the hidden, fragmented past of African Americans can be
accomplished with a multidisciplinary methodology employing the tools of oral
history, photography, film, ethnography, and multimedia digital technology, an
approach I call ‘living history.’ The larger civic objective of living history
projects is to stimulate a new kind of historically grounded conversation about
race and the destructive processes of racialization. (Marable 2006:xx)
To expand on this point, given that the previous four hundred years have been characterized by a
political system of white supremacy, tracing a narrative of resistance to this oppression is key to
an authentic historical perspective. For as long as there has been racial oppression in its various
forms, including slavery, Jim Crow, and the insidious and reactionary obstruction of civil rights
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legislation, there have been people resisting, fighting, and honoring their own humanity. It is
expressed in different ways but tracing this history can be empowering for contemporary people
in the face of oppression (Marable 2006:65). Also, harnessing this history is relevant to all
American citizens. Black history is American history.
In addition to analyzing the historical framework, striving to provide students with
authentic sources of historical knowledge and tracing a narrative of resistance against
oppression, the course was grounded in the premise that framing American history in a global
perspective contributes to habits of global citizenship in support of racial justice. Black history in
the United States often begins with slavery, which does not do justice to the culture and
communities from which enslaved Africans came. Placing black history into a global perspective
allows for the study of nuanced differences in social structures within different African
countries; it allows for a connection to ancient societies; in short, it humanizes people of African
descent. This contributes to the goal of striving to transcend essentialized notions of race while
analyzing the destructive processes of racialization.
In one sense, the course was grounded in the premise that a search for a real history is
more empowering for developing new habits of citizenship. Manning Marable exemplifies this
approach in his historical scholarship. In his recent biography of Malcolm X, he chose to show
the humanity of Malcom X as a full, complex, human being. This approach can establish a
context for others to see themselves as having political agency, even if they don’t see themselves
as having the potential for creating a legacy, per se. Leith Mullings states:
Manning’s objective in his biography of Malcolm X was to ‘go beyond the
legend’ and to present Malcolm as a real, complex human being who confronted
enormous personal, ideological, and political struggles, who made mistakes, but
reflected on them and tried to correct them, and thus emerged as a historic figure
who ‘embodied the spirit, vitality and political mood of an entire population.’
(Mullings 2015:xxv)
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Marable neither elevates Malcolm X to superhuman, legendary status nor denigrates him as
subhuman, or one-dimensional. He asserts that revealing the truth, the full humanity of Malcolm
X is a powerful way to create an historically informed conversation. I argue that this perspective
on history is relevant to music scholarship in multiple ways and will discuss how in the next
section.
Music
In this section I outline premises about higher education music curricula upon which this
research was based, and around which the course was designed. The premises are grounded in
the principles outlined previously in this chapter, namely that higher education music curricula
are political, and specifically that higher education choral curricula are grounded in Western
European hegemony. Western European hegemony is connected to a political system of white
supremacy and attempts at change are often additive, without addressing the dominant
framework within which music is studied.
I further outline premises that address the above, and, I claim, will foster global habits of
citizenship: interrogate the framework within which we have learned music thus far, bringing
race, class, gender, and other forms of identity to the center of a music curriculum; study music
from a global perspective, applying an internationalist framework to music education that
enables students to study bi- and multilateral perspectives in music; foster an interdependent
view of musical praxis rather than an oppositional one; and connect the idea of multiculturalism
with attention to resource distribution.
Music is Political
The social practices around musical praxis are often highly charged politically. As
articulated earlier, political networks are formed and reinforced in institutions beyond local
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councils and state and federal government. Schools and religious institutions are political entities
in that they operate through a “complex of relations between people living in society” (MerriamWebster.com 2020; Allen 2004:174-175). Therefore, I am arguing that higher education music
curricula be acknowledged as political. Musical sounds themselves, particularly instrumental
sounds, may not be political, but sites of musical production, such as higher education music
curricula, can be. If the political system of a racialized hierarchy is not acknowledged in deciding
which music is worthy of study, there is an implicit message that the most important people to
contribute to modern society are of Western European descent.
Music is a fundamental form of human communication, and because of an added element
of text, singing can be a vehicle for expressing stories of the human experience. In Music as
Social Life: The Politics of Participation, Thomas Turino states that the term “music” is not a
“unitary art form” in and of itself, but that it “refers to fundamentally distinct types of activities
that fulfill different needs and ways of being human,” and that “musical participation and
experience are valuable for the process of personal and social integration that makes us whole”
(Turino 2008:1). Moreover, “[m]usic and dance are key to identity formation because they are
often public presentations of the deepest feelings and qualities that make a group unique” Turino
2008:1).
In the context of higher education choral curricula, the dominant aesthetic frameworks
communicate implicit and explicit messages about identity formation.
In-group and out-group status are marked by a broad range of signs such as
clothing styles, hairstyles, body decoration, speech styles, and ways of walking.
As public articulations framed to receive special attention, often the arts are key
rallying points for identity groups and central to representations of identity.
(Turino 2008:106)

34

In choral curricula, if the curricula focus on Western European composers and
performance aesthetics, there are explicit and implicit messages about who has in-group or outgroup status that make the curricula political. If we are primarily telling the stories of Western
Europe and white America then we are reinforcing an “in-group” status for descendants of these
communities.
Western European Hegemony in Higher Education Choral Curricula
When students major in music at most institutions of higher education, unless it is
specified as rock, pop, jazz, contemporary, or world music, etc., the unquestioned priorities
center around the canon of music which is considered part of the Western European tradition.
This is articulated in audition requirements, choral concert programming norms, textbooks, and
graduation requirements. Moreover, because of our racialized history, there is an unrecognized
connection between whiteness and Western Europe. For example, the Enlightenment period in
Western history is significant in the narrative of Western music history. The humanitarian ideals
of the Enlightenment ushered in paradigm shifts in political and social life, which, in turn,
contributed to shifts in the production of music. These ideals must be examined within their
contemporary social context, however. The fact of the transatlantic slave trade must be
acknowledged in order to thoroughly analyze the contemporary political system. Although
individuals at the time may not have subscribed to a racialized hierarchy per se, the dominant
philosophical thought at the time was shaped by the fact of the transatlantic slave trade, which
dehumanized people of African descent in particular in order to justify the practice. “[I]t needs to
be realized that, in keeping with the Roman precedent, European humanism usually meant that
only Europeans were human” (Mills 1997:27). This connection is built into the framework of
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music curricula and if left unattended to or dealt with in an additive framework, the structure will
remain in place.
Acknowledging this realization does not need to mean tossing out the fundamental
aspects of humanist philosophy; it means recognizing that in that context, not everyone was
included in those definitions, which then provides an opportunity to move forward with a new
perspective. This line of thinking can also be applied to American democracy and language in
the constitution, reclaiming the phrase, “we the people” in such a way that rejects a racialized
hierarchy.
Attempts at Change are Often Additive
When curricular changes are currently made with diversity in mind, they may consist of
adding a piece of music by someone who could be considered “other” with regard to the
dominant historical framework. In choral concerts, this can look like adding pieces of music
from a tradition that has a different aesthetic framework for vocal tone or performance practice,
but singing the piece with a Western European approach. Or, mainly programing works from the
Western European canon but adding one piece from another tradition at the end of the concert.
Or, only programming works by African American composers during Black History Month,
rather than studying works throughout the year, in a more interdependent approach.
Habits of Citizenship Toward Racial Justice in Music Curricula
I argue that habits of citizenship toward racial justice in music curricula should be
grounded in a transformative, interdependent approach with regard to social identity and issues
of personhood. One way to do this is to interrogate the framework within which we study music,
bringing race, class, gender, etc. into the curricula.
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Applying an Internationalist Framework
As noted, equipping students to analyze bi- and multilateral perspectives in music is
aligned with an internationalist framework for music education. Musical frameworks must
incorporate bi- and multilateral perspectives and support a combination of epistemic, civic, and
eudemonic goals (Addo 2009).
Amiri Baraka (Leroi Jones) also argued that musical genres are often analyzed from a
Western European aesthetic framework, which does not account for the genre’s community of
origin and that community’s aesthetic priorities and performance practice. He cites Ernest
Borneman:
While the whole European tradition strives for regularity--of pitch, of time, of
timbre and of vibrato--the African tradition strives precisely for the negation of
these elements. In language, the African tradition aims at circumlocution rather
than at exact definition. The direct statement is considered crude and
unimaginative; the veiling of all contents in ever-changing paraphrases is
considered the criterion of intelligence and personality. In music, the same
tendency toward obliquity and ellipsis is noticeable: no note is attached straight;
the voice or instrument always approaches it from above or below, plays around
the implied pitch without ever remaining any length of time, and departs from it
without ever having committed itself to a single meaning. The timbre is veiled
and paraphrased by constantly changing vibrato, tremolo and overtone effects.
The timing and accentuation, finally, are not stated, but implied or suggested. The
denying or withholding of all signposts. (Borneman in Jones 1963:31)
An interdependent framework would consider both of these approaches to music-making equally
valuable and would structure music curricula so that students have ample opportunity to analyze
examples with rigor and depth. Baraka argues:
And so a Western listener will criticize the tonal and timbral qualities of an
African or American Negro singer whose singing has a completely alien end as
the “standard of excellence.” The “hoarse, shrill” quality of African singers or of
their cultural progeny, the blues singers, is thus attributed to their lack of proper
vocal training, instead of to a conscious desire dictated by their own cultures to
produce a prescribed and certainly calculated effect. A blues singer and, say, a
Wagnerian tenor cannot be compared to one another in any way. They issue from
cultures that have almost nothing in common, and the music they make are
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equally alien. The Western concept of “beauty” cannot be reconciled to African or
Afro-American music (except perhaps now in the twentieth century, AfroAmerican music has enough of a Euro-American tradition to make it seem
possible to judge it by purely Western standards. This is not quite true.) For a
Westerner to say that the Wagnerian tenor’s voice is “better” than the African
singer’s or the blues singer’s is analogous to a non-Westerner disparaging
Beethoven’s Ninth Symphony because it wasn’t improvised. (Jones 1963:29-30)
Interdependent Framework
An interdependent approach to music curricula could consider the topic of improvisation,
for example, and examine it from the perspective of multiple music traditions. A basic example
would be studying improvisation in the Baroque period alongside improvisation in jazz. More
broadly, an interdependent curricular framework would not only give equal time and resources to
studying African American traditions and Western European traditions, for example, but would
continually examine how they have developed in relation to each other.
Multiculturalism with Attention to Resource Distribution
One goal of my course was to not only analyze the political framework within which
students had learned music thus far, but to connect their understanding of music praxis with
contemporary political economy: to analyze how musical practices are connected with the
distribution of economic and political resources.
For example, it is well documented that throughout the 20th century, white musicians
learned music from black musicians and that the music became popular with a general audience,
and thus more lucrative, when a white musician performed it, not before. One way this can
manifest today in choral curricula is in the context of arrangements of spirituals, gospel music,
and vocal jazz. A habit of citizenship that acknowledges the connection between
multiculturalism and resource distribution is to consider who is being credited and compensated
for the music one is doing, and also, to consider how those who are creators of the music are
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faring in society as a whole. In selecting arrangements of spirituals, for instance, consider those
by African American artists first. Is it true that someone who is not African American cannot
perform or arrange spirituals? No. But money and the distribution of power has a say in how the
spiritual is performed. If a white composer stands to benefit financially from the arrangement of
a spiritual, the composer can consider how this is connected to the wider framework of racialized
political and economic equality and take an action to undermine this framework. For example,
The recent advent of discussions of “multiculturalism” is welcome, but what
needs to be appreciated is that these are issues of political power, not just mutual
misconceptions resulting from the clash of cultures. To the extent that “race” is
assimilated to “ethnicity,” white supremacy remains unmentioned, and the
historical Racial Contract-prescribed connection between race and personhood is
ignored, these discussions, in my opinion, fail to make the necessary drastic
theoretical correction. Thus they still take place within a conventional, if
expanded, framework.” (Mills 1997:125)
Leith Mullings reinforces the need to analyze how multiculturalism is connected to economic
and political distributive justice: “As states increasingly incorporate the language of the
opposition through formulations of multiculturalism…to what extent will emphasis on culture
and representation overshadow demands for resources?” (Mullings 2005:684). Danielle Allen
considers not only the sharing of resources but the sharing of power in her analysis of what is
needed for habits of citizenship: “But to share resources in mutually beneficial ways is only half
of the business of political friendship. It is crucial to remember that even generous citizens will
be distrusted if they refuse to share power” (Allen 2004:182). I assert that this issue is connected
to conversations around the concept of authenticity in music performance, which will be
discussed later.
Pedagogy
In this section I discuss the primary framework I used to structure my course, a first voice
pedagogy as modeled by the Chicago Center for Urban Life and Culture (CCULC), reinforced
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by additional models from Akosua Addo, Lani Guinier, Manning Marable, Leith Mullings,
Deborah Bradley, Anthony Leach, Danielle Allen, Mary Goetze, and Doreen Rao.
Transformative vs. Additive Pedagogy
The dominant source material for knowledge in higher education privileges people of
Western European descent through textbooks, faculty, administrators, and the student body at
predominantly white institutions. Despite an articulated commitment by colleges and universities
to expand curricula in order to better prepare students for active global citizenship, the reality
falls short. The adjustments are not consistent and may also maintain an oppositional framework
between the west and non-west. This is an additive framework and does not change the
fundamental structure—Western European hegemony—of college culture.
I am advocating for an interdependent, transformative pedagogical paradigm, which
allows for a reckoning with the political system of white supremacy, in order to transform future
habits of citizenship. I argue that one way to do this is to shift the loci of sources of knowledge.
Rather than engage with the world primarily through a Western European hegemonic lens, one
alternative is to engage in research and dialogue with multiple sources, which may have
opposing viewpoints. I believe this is supported by an internationalist pedagogical framework as
described by Akosua Addo. She asserts that equipping students to study bi- and multilateral
cultures and perspectives prepares them to teach music from diverse traditions more effectively
(Addo 2009:306).
Addo’s assertions are aligned with the pedagogical model of the Chicago Center, which
employs a self-described first voice pedagogy designed to facilitate rigorous dialogue and
research between diverse communities. Similar models are also employed by urban studies
programs such as Associated Colleges of the Midwest (ACM), Chicago Semester, and The
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Philadelphia Center. My connection is primarily with the Chicago Center and I will discuss the
program briefly.
In the primary component of the Chicago Center program, students from liberal arts
colleges across the country spend either a semester, summer term, or May term living and
studying in the city. Students complete internships in their field of study, which range from
education and social work to law, business, sociology, and the performing arts. Students
complete an extensive orientation to the city, and throughout the term participate in seminars
with people who are experts in their field. The program describes itself as “extending the text,”
expanding on what is considered a traditional mode of liberal arts education:
Chicago Center engages students with urban resources, realities, and issues
through a first voice pedagogy which utilizes the city directly as a teaching
resource. First voice pedagogy integrates experiential education into more
traditional ways of learning; seminars are designed to extend the text into the
dynamics of the city. First voice brings the liberal arts into practice by engaging
students in a dialogue with artists, historians, writers, and activists.
The most powerful result of a first voice pedagogy is that it moves the student
from the traditional classroom into a dialogue with diverse cultures, communities,
and peoples. Students are invited to a table where many voices are represented,
including those marginalized in society. As the student becomes part of the
dialogue they gain a new understanding of their participation in society and a
greater confidence in their ability to make a contribution. (Chicago Center 2012)
I now extract four components of this pedagogical model used to build this research: 1)
the priority placed on first voice sources of knowledge; 2) the value of experiential education,
not only because of its capacity to enhance interdependence between intellectual and socialemotional learning, but also because it expands the resources with which students may engage
directly; 3) the interdependence between the student and the subject material as a means of
fostering student agency; and 4) interdependence between academic disciplines.
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First Voice, Authentic Sources of Knowledge
Just as professors on college campuses consider textbooks carefully in structuring a
course, designers of first voice pedagogy consider sources of knowledge with equal rigor, but
with an explicit desire to privilege diverse perspectives, particularly those historically
marginalized in academia. The Chicago Center considers a First Voice resource to fit the
following criteria:
A First Voice speaks both from and for a particular community’s experience and
knowledge base. [It] is understood however that membership can be earned as
well as indigenous. Earned membership would include someone who immerses
themselves in the respective community with more than an academic or research
interest.
A First Voice is a respected representative of the community and of the shared
experience of community members. Respect includes being given the right to
make public statements related to the community’s interests, history, and
experience.
A First Voice is community-based and engaged in some form of advancing the
well-being of the community. That could include an activist role, an artist role,
such as muralist, a faith-based role such as pastor, or a public servant or social
service provider.
A First Voice is a community member who has reflected on the corporate identity
and experience of the community through both more academic avenues as well as
through experience and dialogue. (Scott Chesebro, Email message to author, June
20, 2018)
These qualifications are important to consider in a transformative pedagogy vs. an
additive one that preserves the hegemonic framework. In an urban studies class at a college
campus, a professor assigns a textbook that may be an extensive analysis of urban issues, but if
the author does not fit in the categories above, the text becomes a secondary source comprised of
the author’s interpretation. This pedagogy is also aligned with Manning Marable’s description of
an authentic black history, “in which blacks themselves are the principal actors, and that the story
is told and explained largely from their own vantage point” (Marable 2006:21).
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One example of a first voice resource at the Chicago Center is Diane Latiker, who
founded Kids Off the Block (KOB), a gang intervention organization based in Roseland, a
neighborhood on Chicago’s south side. Ms. Latiker and her husband live in Roseland and have
raised their family there, and for almost twenty years, she has taken street kids into her home,
many of whom are in gangs. In 2011 CNN recognized her as one of ten Heroes of the Year, and
in 2013, Black Entertainment Television (BET) gave her their Shine the Light award. She and
her husband built a memorial to all the young people killed in street violence since 2007 across
from their house in Roseland (Chesebro, Email message to author, October 26, 2020).
An example of a second earned first voice would be Cheryl Johnson, Executive Director
of People for Community Recovery which was founded by her mother, Hazel Johnson.
Altgeld Gardens, where Cheryl lives, has been referred to as the Toxic Donut
because it is adjacent to 50 toxic waste dumps on Chicago's southeast side. People
for Community Recovery was a pioneer in the environmental justice movement
and was honored by both Presidents Clinton and Bush. Cheryl's mother was
President Obama's supervisor during his community organizing experience on
Chicago's South Side. Cheryl speaks to students about environmental justice and
environmental racism and is an often quoted voice on those issues in
Chicago. (Ibid.)
I am applying the concepts of first voice pedagogy and Marable’s definition of authentic
black history to consider issues of authenticity in music as well, which are contentious, and
connected to political economy. Authenticity in every aspect of black music—production,
performance, history, and theory—centers the perspectives of black people and rejects the notion
that black music is inherently inferior to music rooted in any other branches of the human family
(Marable 2006:21). This is important because a recording deemed authentic could potentially
draw more income and the musicians producing the recording deemed authorities on
performance practice, thus benefitting financially and gaining power over the conversation about
whether a performance is genuine. With regard to genres of music rooted in the African diaspora,
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the reality of how racialization has impacted access to political power and economic wealth is
integral to this conversation.
Another way of considering first voice pedagogy would be to consider the example of
gender studies. A man can study everything there is to know about being a woman, conducting
qualitative and quantitative research, biological studies, interviews, reading peer-reviewed books
and articles; what they learn can be valid and important and bring a new perspective to the
subject; a man can facilitate deep learning about women’s studies. A man can be considered an
ally of women and of the political struggle for equal representation. A man would not be
considered a first voice resource, however. In the political framework of higher education—
where the power structure is shaped by patriarchy and is not yet equitable with regard to
gender—there is not equal power amongst men and women. If resources were justly distributed,
the issue of who controls the narrative would be less contentious. This thinking can be applied to
the issue of race. In a power structure entrenched in a systemically unacknowledged political
framework of white supremacy, power and resources are not equitably distributed among
racialized groups of people. But we can center their voices as a corrective.
To continue with this example, as much knowledge as a man gains about women, a man
will never be able to discuss what it is like to be a woman in today’s society. This perspective—
which incorporates the physical act of walking down a street as a woman, negotiating dynamics
in positions of power like teaching a class or leading a meeting, or running for political office—
this is a perspective that a man cannot give. Likewise, in considering the study of black history,
or black music, a white person will not know what it is like to be black in the contemporary
racialized hierarchy. It means that a particular perspective will be missing from the class. There
may be extensive, deep knowledge from multiple sources, but that knowledge is missing. A
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white person can be an ally, but is not a first voice source of knowledge about the black
experience. Again, we must center the voices of the marginalized to make the right corrective.
First Voice, Experiential Education
A first voice pedagogy used in an experiential, community-based context not only
provides students with more information than reading alone, but may contribute to global habits
of citizenship. First voice experiential education provides the means for students to learn about a
topic from people who are considered experts but may not have access to the academic
publishing industry. First voice experts are authentic sources of information because they are
immersed in and advocate for the community, have more than an academic interest in the
community, and have been given the right to speak on behalf of it by the community itself. In a
society where power and resources are not equitably distributed across socially constructed
boundaries—despite an articulated commitment to do so—learning from people who may be
marginalized from the dominant narrative shifts the balance of power. In addition, the publishing
industry cannot keep up with the most recent issues of the day, and a first voice, experiential
approach provides students to study the most up to date perspectives on a given topic.
Further, speaking to one’s neighbors is a habit of political friendship as defined by
Danielle Allen (Allen 2004:174). If the subject matter of a class concerns a community that is
situated across socially constructed boundaries, having a live conversation is an act of citizenship
distinguished from only reading material and discussing it amongst one’s own community.
Experiential education also recognizes the interdependence between cognitive and
visceral sources of knowledge, or interdependence between intellectual and social-emotional
learning. Experiential education requires that the student interpret multiple sources of
information first-hand, rather than through an instructor’s filter. Reading about a sociological
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concept or an author’s perspective on a condition in an urban setting can provide important
information, however visiting and engaging in conversation with people from an urban setting
will place that reading in a physical context. The reader has more sources of information from
which to understand, perceive, consider, and relate. Sources of information become businesses
on the street, the people present or not present, the quality of the houses, whether there is a police
presence or not, who seems like an insider or outsider. Public parks, bakeries, subway stations,
libraries, grocery stores, religious institutions or the absence thereof, are sources of information
and knowledge with which the student engages, rather than only the text. Sights, sounds, smells,
tastes, how it feels to walk on a street are relevant in considering an urban issue, or urban space,
or music which is performed in this space.
For music making, this concept addresses the difference between hearing live music and
reading a score. The experience of hearing the music contributes to one’s knowledge about the
music itself. In addition, the social context contributes to one’s experience of the music. The
experience will be shaped by one’s observations about who is participating, how they are
dressed, how the audience is reacting, the condition of performance space, and whether the
audience is familiar with the genre or not. For example, by way of an anecdote, in the discipline
of music history, I have heard students lament the part of the semester in which they study
Gregorian chant. I have never heard a student enthusiastically rave about studying chant in the
context of a class, even with the most brilliant, effective teachers. For most, it is not as
interesting to hear, it all “sounds the same,” it is boring, and aside from considering its link to the
development of Western music, is irrelevant. A first voice, experiential approach to studying
Gregorian chant, for example, might include a visit a community in which it is sung all the time
by people who have a stake in the political economy of Gregorian chant, where students would
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hear from practitioners how its originators are represented in historical narratives, and hear their
perspectives on how the experience of their descendants are understood in today’s society.
Students at one American college can earn credit for one semester of history by going to Italy for
a month and studying it there, hearing Gregorian chant in the context of Christian communities
who sing the mass in chant form, for example. Being in a chapel, hearing monks chant the music,
seeing the architecture of the church, perhaps speaking with monks to consider why they
continue this tradition will humanize Gregorian chant in a way that listening to a recording in the
United States will not. The physical experience of seeing a group of people who consider this
tradition important to their everyday lives and spiritual practice, viewing the architecture of the
buildings in which it is sung, speaking with monks about why they sing—gives the students
more focused information with which to learn about Gregorian chant.
I am advocating for this kind of pedagogy with regard to genres of black music. Walking
through Harlem, the Bronx, Jamaica, or Bedford-Stuyvesant provides more information about
the black experience in New York City than only reading about it, regardless of one’s racial
identity. For an African American student in the class, considering the black experience in an
academic context communicates that this is worthy of rigorous study and nuanced thinking.
In addition to providing opportunities for students to consider multiple sources of
information for themselves, experiential pedagogy also provides an opportunity for students to
consider race not only as an intellectual concept but also from a visceral, social perspective: to be
in conversation with people; to deconstruct pre-conceived notions through real-life experiences
and relationships. This is where the pedagogy of the Chicago Center, the habits of citizenship
articulated by Danielle Allen, and the pedagogical framework employed by Akosua Addo come
into play. Students at the Chicago Center write the following about their studies:
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The Chicago Center experience has allowed me to gain a real-world perspective
on my role and position within society by not simply explaining social system
with books and lectures, but rather through faces and personal stories. (Andrew,
Journal entry in Peterson 2011:1)
I learned that segregation, gentrification and systemic racism are not just outdated
concepts in textbooks. I thought that perhaps my sociology professors were
exaggerating, but I was wrong. I learned that not all people can pull themselves up
by their own bootstraps and I am probably not much more than a product of my
environment. (Steve, Journal entry in Peterson 2011:1)
The students are articulating the value they derived from their studies in Chicago. The second
student articulates a shift in perspective about what they had read about on their campus but
didn’t quite accept until they experienced it in person.
Habits of Citizenship
In Talking to Strangers: Anxieties of Citizenship Since Brown vs. Board of Education,
Danielle Allen discusses habits of citizenship which contribute to democracy. If a democracy is a
society in which the government represents the people as a whole and the people play a role in
shaping society, this breaks down when certain groups of people are not in contact with others,
or deem certain groups of people not worthy of participation.
Allen theorizes about the concept of political friendship:
Political friendship begins from this recognition about what we share with the
people who live around us and in the same polity. It moves from this recognition
of a shared horizon of experience not to a blind trust in one’s fellow citizens but
rather to a second recognition that a core citizenly responsibility is to prove
oneself trustworthy to fellow citizens so that we are better able to ensure that we
all breathe healthy air. But in order to prove oneself trustworthy, one has to know
why one is distrusted. (Allen 2004:xxii)
One does not necessarily need to be friends with someone in a traditional sense, but one
can honor those in one’s community as friends in the sense that each party is sharing space,
resources, land, and power. Allen advocates for the significance of talking with one’s neighbors,
making relationships, and sharing perspectives. She is discussing the power of being on the
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street. This seems like an obvious practice until one considers racialized segregation and the way
that white people criminalize black people for activities that, if performed by other white people,
would receive no notice. Therefore, it needs to be an intentional practice to make a habit of
talking to one’s neighbors, of talking to people in one’s community.
The act of being in conversation with someone is a habit of citizenship that affords more
knowledge than only reading a paper or book; it is a social habit. “The development of new
norms for the interaction of strangers within the polis requires public discussion among
strangers…Trust grows only through experience; habits of citizenship are fashioned only through
actual interaction” (Allen 2004:182-183).
Through interaction, even as strangers, citizens draw each other into networks of
mutual responsibility. Engage a stranger in conversation as a political friend and,
if one gets a like return, one has gained a pair of watchful eyes to increase the
safety of the space one occupies. Engage a stranger in conversation across a
racial, ethnic, or class divide, and one gets not only an extra pair of eyes but also
an ability to see and understand parts of the world that are to oneself invisible.
Real knowledge of what’s outside one’s garden cures fear, but only by talking to
strangers can we come by such knowledge. Wisdom about the world we currently
inhabit generally can’t be gotten from books, because they can be written, or read,
fast enough….A direct approach to curing one’s fear of strangers would be to try
especially hard to engage in conversation those strangers who come from worlds
and places one fears. (Allen 2004:167-168)
Experiential education is also aligned with Arthur Chickering’s theories and models of
college student development, which influenced the Chicago Center’s pedagogical model.
Originally published in 1969 and revised in 1993 with Linda Reisser, Chickering and Reiser
specify seven vectors of student development, described as “major highways for journeying
toward individuation—the discovery and refinement of one’s unique way of being—and also
toward communion with other individuals and group, including the larger national and global
society” (Pascarella in Reis 2019).
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The seven vectors are:
1.
2.
3.
4.
5.
6.
7.

Achieving competence.
Managing emotions.
Moving through autonomy toward interdependence.
Developing mature interpersonal relationships.
Establishing identity.
Developing purpose.
Developing integrity. (Ibid.)

The fourth one is particularly relevant to the development of the course:
Maturing interpersonal relationships reflect an increasing awareness of and
openness to differences in ideas, people, background, and values. ‘At its heart is
the ability to respond to people in their own right’ (Chickering & Reiser 1993:49
in Reis 2019), respecting differences. Movement along this vector also entails an
increased capacity for healthy intimacy and commitment, for relationships that are
increasingly independent and founded on mutual interdependence. The vector
involves the complex interplay ‘between autonomy, interdependence, and
intimacy.’ (Reisser 1995:508 in Reis 2019)
Providing opportunities for students to be in dialogue strengthens their ability to negotiate
their role in an increasingly complex world. I argue that this is relevant for considering music
education as well. By learning multilateral perspectives and by humanizing different aesthetic
frameworks for musical practice, one can recognize interdependence between musical genres as
well as between the people who create them.
Student Agency
In the course design, provided ways for the students to reflect on their role in what they
were learning and how the course content relates to their lives. In order to equip students to
navigate race relations in transformational ways, the premise is that the more the students are
clear about their own role, their potential for action, for civic participation, for “life, liberty, and
the pursuit of happiness,” the more they will be able to engage across racialized boundaries.
This is also aligned with Arthur Chickering’s sixth vector of developing purpose:
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According to Chickering and Reisser, expanding competencies, developing
interpersonal relationships, and clarifying identity require some sense of direction
and purpose. Development along the sixth vector occurs as an individual answers
not only the questions "Who am I?" but also "Who am I going to be?" and not just
"Where am I" but "Where am I going?" Growth requires increasing
intentionality—developing plans that integrate priorities in vocational goals and
aspirations, interpersonal interests, and family. The emerging identity and values
help guide decision making. (Pascarella in Reis 2019)
The sixth vector is relevant to cultivating student voice, and also reflects Addo’s
articulation of eudemonic goals in her design of an internationalist curriculum. At the Chicago
Center, student agency is fostered in a number of ways. In addition to being in dialogue with first
voice community representatives, students write in a personal academic journal throughout the
term, research and attend events independently in the city, and complete an internship. The
internship is designed to develop the student’s own skills and areas of expertise. It is designed to
give them a place in the city and to forge their own relationship with an organization and a
community, rather than only be tied to a group. Danielle Allen cites the benefits of conversation
in fostering both personal and political self-confidence:
I am no stranger to frightening personal attacks but have found ways of increasing
my sense of security as I move about public spaces to such a degree that strangers
are now for me a remarkable source of pleasure, and not fear. Beyond that, they
are a source of empowering knowledge that enables me to move through the
world freely and roam widely. This personal self-confidence is one of the great
rewards of claiming one’s political majority by talking to strangers....Political
self-confidence is the other great reward. Citizens have powers to affect their
world that extend well beyond their ability to dial 911. The cultivation of an ethos
of political friendship depends on citizens’ recognition of these powers, and their
commitment to employ them, rather than police, to shape their environments.
(Allen 2004:168)
This is directly related to a curricular objective of fostering student agency.
Interdisciplinary Study
In contemporary higher education music curricula, the study of music is divided into
performance lessons and classes, history, theory, ensembles, general education, etc. Ideally, the
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study of a particular era of music history may align with genres the student is studying in
performance classes and in theory. An interdisciplinary approach to a course is modeled in part
by Doreen Rao’s Choral Music Institute, Choral Music Experience for Teacher Education
(CME). Many professional music conferences consist of a series of presentations, with a
standard being a 20-minute paper presentation. The attendees are primarily in a listening role.
The information presented can be valuable and relevant. CME is structured differently, however.
The institute is a week-long program designed to foster artistic skills in choral conductors. The
focus of the week is approximately twenty pieces of choral music, and every activity of the week
engages with those pieces of music from different angles. Every day, the attendees sing the
music in a large rehearsal with one of the primary instructors; they also watch an instructor
conduct those pieces with a children’s choir; they learn techniques for effective score analysis
using those pieces; they workshop conducting challenges in classes; and each person conducts
two pieces in a master class with the children’s choir. There are usually one to three composers
whose music is featured who are present and discuss their musical choices. If an attendee is
pursuing graduate credit, there are writing assignments, both reflecting on their master class, and
in processing various aspects of the week. The music is the organizing focus of the week, and
everyone present engages with it from different angles: analysis, singing, listening, and methods
of teaching. I argue that students leave the workshop knowing more about the pieces than if they
only analyzed the music, or only sang it, or only read about it or listened to it. Moreover, they
will have been given strategies for fostering their own artistry and those of their students. The
interdisciplinary approach appeals to many registers of knowing. Not just intellectual, but
physical and social.
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The current political economic system of global, colorblind neoliberalism is not fixed and
indelible. Powerful, yes, but not indelible. The focus of this dissertation is an inquiry into how to
transform this system. I could say a focus is to undermine the system, but I am more committed
to the effect of articulating an alternative. I believe it is imagining a global community in which
no one is diminished because of outdated theories of human hierarchy.
The paradigm shift with regard to race is recognizing the way that racialization has
created, and continues to create, political and economic inequities. The paradigm shift is also to
recognize that there is not one way to be black, white, Chinese, or female. The paradigm shift
with regard to race is to recognize the reality of today’s racialized world while being committed
to an alternative which is not grounded in a racialized hierarchy. The paradigm shift is to treasure
the cultural gifts we have inherited, to recognize that our history is interdependent, and to tell
stories of communities in order to humanize each other. As Einstein’s theory of relativity was a
paradigm shift in how we understand the physical world, so is a paradigm shift possible with
regard to racialization. Musical praxis exists in social, political, and economic contexts, and
music curricula can reinforce existing paradigms or can transform them. Habits and behavior are
not set in stone. A perspective shift can provoke a desire to shift a habit. The class is designed to
set up a shift in perspective. The class is designed to allow the student to imagine a different
paradigm and to see that they have a role in shaping the paradigm. For musicians, the class is
designed to show how music plays a role in creating paradigms.
Case Study
The previous section details the theoretical framework behind the design of the course.
This section describes the methodology for assessing the course. The case study is an analysis of
student writing from the second year of the course, drawn from reflections on course readings,
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visits to community-based institutions and individually chosen events, and meetings with guest
presenters. I reviewed their writings, seeking themes on their perspectives and chose to focus on
moments where students articulate a shift in perspective regarding the course material,
particularly with regard to perspectives on interdependence between the following subcategories: between intellectual domains, such as between music and politics; between the
subject matter and the student, such as considering how the student has agency in relationship to
the course material; and between intellectual and social-emotional learning, considering that the
learning process is multi-sensory.
The project is limited by studying student responses within one semester. Therefore, I’m
not measuring long-term actions. I am analyzing perspective shifts as a result of a particular
context. Also, I recognize that students’ writing could be biased toward what would earn them a
good grade or what they believed I wanted to hear as the professor. Still, I present the writing as
a means of analyzing what happened in the class, and in order to provoke questions for further
study of curriculum development.
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Chapter 3—Course Design
For the kinds of changes necessary to transform American education, the work
force of teachers must do three things more or less at once: change how they view
learning itself, develop new habits of mind to go with their new cognitive
understanding, and simultaneously develop new habits of work—habits that are
collegial and public in nature, not solo and private, as has been the custom in
teaching. (Meier 2009)
In this chapter I discuss how the theories outlined in the previous chapter were applied to
the design of the course the first year and then adapted in the second year. The discussion is
divided into four sections: pedagogy, music, history, and race.
Pedagogy
In designing the course, I set for myself four pedagogical priorities. I wanted students to
be in direct conversation with experts in various genres of choral music connected to the African
diaspora in community-based contexts, modeling an experiential, first voice pedagogy. I wanted
students to use written sources of knowledge for course content that represent community-based,
authentic, first voice perspectives. I insisted that the course content reflect an interdisciplinary
approach, employing practices used in performance, music theory, musicology, and
ethnomusicology, and in sociology, political science, history, and critical race theory. I also
sought to foster student agency and growth in both personal and political self-confidence.
First Voice Pedagogy
Addressing the first priority, one of the primary goals of the class was to provide
opportunities for students to be in conversation with as many experts as possible in genres of
music connected to the African diaspora. Rather than focusing on the demonstration of mastery
of musical concepts and skills in depth, the larger goal of this class was to provide one model for
building relationships for continued learning across socially constructed boundaries such as race
and class in particular. Since one class cannot possibly be exhaustive of choral music of the
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African diaspora, I wanted to model practices related to Danielle Allen’s suggestion for fostering
political friendship that could continue beyond the semester and could be applied to additional
genres of music; to do so in a way that harnessed Marable’s definition of a living history applied
to music; and to give students opportunities to see how musical traditions are practiced today in
New York City. To apply this intention to the class, I scheduled classes at community-based
institutions off campus, invited guest presenters to Queens College, and asked students to
research and attend events independently based on their particular interests and then to write a
reflection. I will provide a few examples of each application.
Off-Campus, Community-Based Pedagogy
In order to study music of the African diaspora in community-based contexts, a
significant priority of the course was to meet in off-campus locations. Although Queens College
has a significantly diverse student body, the dominant culture is not one that reflects the
multiplicity of the African diaspora. The structure of the semester was organized around the
logistics of visiting these institutions before finalizing the schedule of readings and listening
excerpts. If possible, I would have met in a different location every week, in order to foreground
multiple community-based institutions and to highlight a constellation of identity within what is
considered a community that represents the African diaspora. A more ideal scenario, for
example, would be a three-week summer term, where the class would meet at Queens College
each morning, then travel together to spend the day in a different neighborhood location.
Meeting in a different location each class session was not logistically possible at that time, and
therefore the next priority was coordinating the schedules of guest presenters to visit Queens
College. Through connections with the Schomburg Institute for Research in Black Culture and
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the Abyssinian Baptist Church, I was able to schedule class sessions at both locations in the
Harlem neighborhood of Manhattan.
The Abyssinian Baptist Church, founded in 1808 in lower Manhattan and relocated to
Harlem in 1923, is one of the oldest African American churches in the United States. At the time
of the class visit, the church had numerous choirs including the Cathedral Choir, Total Praise
Ensemble, Men’s Ensemble, Youth Choir, and Inspirational Voices. The Total Praise Ensemble
consists of 15 members. The Ensemble sings traditional and contemporary gospel music and
most of the music is taught aurally. The Cathedral Choir has about 40 members, and the music is
learned primarily by score. The repertoire of the Cathedral Choir features a wide variety of
genres, including hymns, anthems, traditional gospel, contemporary gospel, and choral music
from the Western European tradition by African American and European American composers.
I designed the class to provide an opportunity to learn about African American sacred
choral music in a community-based context: one in which a high level of expertise was evident,
and in which the community valued the repertoire. Because the dominant focus of music in
higher education choral settings is music taught with a score, one purpose of the visit to the
rehearsal of the Total Praise Ensemble was to place aural traditions in a lived context: to consider
the value of being able to learn music aurally, and to compare, without judgement, the gifts and
challenges of these two learning methods, i.e., aurally and with a score. Because the Abyssinian
Baptist Church has multiple choirs with different areas of expertise, the purpose of the visit was
also to provide an example of multiple ways of being “black” or of performing “black music”: to
counter an essentialized view of blackness, in a lived experience.
My purpose was also to place a participatory choral tradition in a community context.
The students read about participatory musical traditions and genres such as call and response,
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and the difference between only reading about it and experiencing it live, in addition to learning
about it, affects registers of knowing. The opportunity to meet with the directors and ask
questions was an opportunity to further extend student learning. This is a part of studying in a
first voice framework: hearing about a subject from those directly involved with the subject, who
are respected by the community they represent, and whose primary work is related to the content.
The first year, 2012, I had the class attend a rehearsal of the Total Praise Ensemble. The
purpose of this particular visit was to gain insight into how aural traditions are taught. Afterward,
the students met with the director of the choir, Charles Anthony Bryant, and the Director of
Music, James Davis, Jr. The next visit, I had the class attend another rehearsal directed by James
Davis, Jr. of the combined voices of the Cathedral Choir and the Total Praise Ensemble,
followed by a midweek service featuring both choirs.
The second year, 2013, the class attended a mid-week service and met with Charles
Anthony Bryant and James Davis, Jr. afterward. Both directors spoke about their background and
Mr. Bryant coached the students on one of the pieces they were learning.
For all of these class visits, the experience of visiting the church and hearing music taught
and performed first-hand provides more sources of knowledge than if the students read about the
genres in a textbook. The students considered the rehearsal process, the dynamic between the
conductor and the pianist, and the communication between the choir and the congregation in the
service; the students observed semiotic cues such as dress, architecture, and the surrounding
neighborhood. One element of this is that the students negotiated the information presented for
themselves. They processed it intellectually and they processed it physically; they experienced
their own reactions to what is going on, which is a key element of this model.
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In traditional pedagogy, the professor selects each text and is in control on some level of
the information being offered the students. In a first voice course design model, the professor
does not control the learning outcome. Instead, the professor sets the context for the students to
engage with first voice people, events, and neighborhoods with which they might not have
engaged before in order to shift the locus of knowledge. At Abyssinian, when I arranged for the
class to attend a rehearsal, the Director of Music of the church gave the students background
about the church history and described the seven choirs and their different areas of focus. Mr.
Davis also gave some background on his own training. The choir director, Charles Anthony
Bryant, did the same and spoke about the rehearsal process, i.e., how he prepares, and how he
and the pianist work together. Students were able to hear this without me, as instructor, serving
as an intermediary, or providing my own interpretation. They had the first voice experiences I
sought for them.
To consider African American choral music—choral music of the African diaspora—
attending even a single rehearsal or service within the context of an academic class provides
students with the benefit of a more comprehensive experience. In the rehearsal, the students
attended to the way the singers learned and performed the music, noting the questions the singers
asked and the way they reinforced their parts. The students noted interactions with the pianist,
and in the service, they were able to see and experience how the congregation appreciated the
music.
I arranged for another off-campus visit at the Schomburg Center for Research in Black
Culture. Founded in 1925 and expanded in 1926 with the collections of Arturo Alfonso
Schomburg, it is one of the research institutes of the New York Public Library, specializing in
materials related to the African and African diasporan experience. In 2015 it received the
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National Medal for Museum and Library Service, and in 2017 was designated a National
Historic Landmark. I sought to provide an opportunity for the students to learn about the
Schomburg Center as a resource for both present and future research; to become acquainted with
event programming, educational programs, and exhibits; to be in conversation with a number of
community leaders connected to the Schomburg; and to become more familiar with Harlem as
one center of African American history and culture in the New York metropolitan area. In this I
believe I succeeded.
The first year I taught the course, 2012, I structured the Schomburg visit to include the
following activities: a self-guided tour of the exhibits; a meeting with the director of the
Schomburg Center, Dr. Khalil Gibran Muhammad, to discuss his book, The Condemnation of
Blackness; a meeting with Dr. Keith McCutchen, to discuss his own work—in the context of Dr.
Muhammad’s work—as a composer, pianist, and choir director; and a meeting with Deirdre
Hollman, Director of Education, to learn more about ongoing programs at the Schomburg for
both youth and adults. Of particular mention were the Junior Scholars program for middle school
and high school students and the Summer Educators Institute, Black History 360°. After the
seminar at the Schomburg, for those available and interested, the class had lunch at a local
restaurant, Miss Maude’s Spoonbread Too.
To prepare for meeting with Dr. Muhammad and Dr. McCutchen the first year, I assigned
students the Preface and Chapter 1 of The Condemnation of Blackness as well as "The Use and
Performance of Hymnody, Spirituals, and Gospels in the Black Church," by Portia Maultsby.
Students were also instructed to complete a written reflection on the chapter.
Collectively, this class provided the students with an opportunity to consider how Dr.
Muhammad’s research is relevant to musical praxis, specifically with regard to the development
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of African American composers in the 20th century, and to current perceptions of African
American music. The class allowed the students to consider Dr. Muhammad’s research, Dr.
McCutchen’s research, and Ms. Hollman’s work in relation to each other and in the context of
the Schomburg Center. Walking through the halls of the Schomburg Center, observing artwork
on the wall, taking the subway to 135th Street, walking on Lenox Avenue, and hearing about
educational programs and opportunities for their own research all added to the knowledge of the
written sources they read. The combination of these experiences challenged an essentialist view
of what it means to be African American and challenged dominant views of blackness in the
media. The students engaged with multiple sources of information first-hand and made their own
decisions.
In the second year, 2013, the chief librarian, Maira Liriano, gave the students a brief
introduction to the Schomburg Center, and the director of archival recordings, Allison Quammie,
reviewed selected musical materials and showed excerpts of audio and video recordings. A
volunteer docent, James Davis, led the class through the current exhibitions on the Works
Progress Administration (WPA), showing photography and artwork created by African
American citizens with the WPA, and the class ended with a rehearsal led by a previous guest
presenter for the class, Roy Jennings.
Guest Presenters at Queens College
I designed on-campus class sessions to focus on spirituals, gospel, jazz, blues, African
American political history, and Brazilian capoeira. One class session was designed to examine
how the students’ perspectives and personal stories intersected with the course material. To
achieve this, I brought first voice resources to the students through guest visitors to the
classroom.
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One such visitor was Roy Jennings, a composer, pianist, and conductor with a degree in
piano performance from the Manhattan School of Music. He founded the company ArchAngel to
promote African American concert music, with a particular focus on the African American
spiritual as American artwork. During his visit to the first course session, Mr. Jennings discussed
his perspective on both spirituals and gospel music, discussed issues of authenticity, and led the
students in an exercise on improvisation. He highlighted the element of call and response in
multiple pieces of music, and in different arrangements of the same song. He also discussed his
personal experience and training as a classical pianist. When he visited the second course, in
addition to the themes from the previous year, Mr. Jennings led the class in an exercise in which
students composed their own spirituals. He related his own story about how he began to study
spirituals, coming, as he did, from the background of a classical pianist. He also coached the
students on some of the repertoire on which the class was working for the final concert.
These meetings with Roy Jennings provided the students with the opportunity to hear
about the spiritual from someone who composes, arranges, and advocates for the spiritual as part
of his life’s work. Mr. Jennings also embodies an interdependent view of musical genre and
practice: he was trained as a classical musician and speaks the language of the music
conservatory, and he brings his professional knowledge of multiple genres of African American
choral music. He also brings his experience of being African American. Mr. Jennings’s visit
addressed the goals of gaining competence in particular musical genres related to the African
diaspora in the United States. He provided the opportunity for students to hear how one example
of how spirituals and gospel music are practiced today, and to consider living black history with
regard to spirituals and gospel music.
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Dr. Anthony Leach, professor of choral and music education at Pennsylvania State
University, was another guest presenter. In 1991 at Penn State, Dr. Leach founded the choral
group Essence of Joy, which performs sacred and secular music from the African and African
American musical traditions and is one of only a few choirs in the nation in which participating
music students receive credit toward their required degree requirements. There are choirs at
college campuses with a similar mission, but they are most often electives, and may not be
considered as part of the required curriculum.
Dr. Leach visited the first year I offered the course and presented a lecture on various
genres of African and African American traditions, leading the students through a listening
exercise of eight examples, each representing different genres. He also arranged for twelve
members of Essence of Joy to be present and to sing, who are of a variety of racial backgrounds.
He brought handouts, some of which were resources for keyboard players to arrange gospel
music. He led the class and his own choir in a combined song at the end of the class.
Dr. Leach made connections between African genres of music and American genres of
music; illustrated different expressions of the spiritual, including folk arrangements and concert
arrangements, instrumental and vocal; put his own students in conversation with mine; gave the
students specific information on gospel music performance practice and music theory; and
provided an opportunity for the students to sing. He also provided an opportunity for the students
to hear live music and to hear about the structure of Essence of Joy at Penn State. He was
scheduled to attend in 2013, but a severe snowstorm prevented safe travel from Penn State to
NYC.
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Jazz is another key component of the African American musical tradition and I invited
award-winning singer, composer, and arranger Charenée Wade to visit the class both years.
Wade, who received a Master of Music from the Manhattan School of Music, is a member of the
faculties of Queens College and City College of New York, and is also associated with
Jazzmobile, which was founded in 1964 to bring “high quality Jazz performances and education
programs to area residents, tourists, and other visitors” (Jazzmobile 2020). She has released two
CDs, Love Walked In and Offering: The Music of Gil Scott-Heron and Brian Jackson.
In the first course, she presented a lecture on the history of jazz, and distinguished
elements of jazz rooted in the African American community. She defined “swing,” leading the
students in rhythmic exercises designed to enhance the way they felt and sang blues and jazz and
led the students in an improvisation exercise. The second year she also built a vocal big band
arrangement of the song “Centerpiece” and prepared arrangements of “I’ve Got Shoes” and
“Mood Indigo.” She returned to conduct these works at the final concert. By meeting with Ms.
Wade, particularly the second year, the students were given an opportunity to not only learn
about traditions intellectually, but to sing and improvise, and consider these skills within a larger
historical context. They were given an opportunity to consider the fundamental human stories
inherent in spirituals, the blues, and jazz, and to consider how they might express themselves in
that situation.
Dawn Fraser is a storyteller, speaker, and communications coach I invited both years to
address multiple learning goals. Currently based in San Jose, California, she identifies as a firstgeneration Trinidadian, and one goal in the class was to discuss her study of Brazilian capoeira
as a model of how to research and perform an artistic genre that is not of one’s heritage. My
second goal was to frame the value of storytelling in both fostering individual agency and
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reflexive participation in social and political life. To help achieve this goal, she elaborated on
one of the course assignments, an individual political/musical autobiography, which was inspired
by a course she had taken with Dr. Lani Guinier at Harvard and that I adapted for my class (see
Appendix A).
I could have assigned the students to read someone’s account of how to learn a musical
tradition that was not of their community. But by meeting with Ms. Fraser, the students heard her
story of how she decided to learn capoeira, the steps she took to research and learn the genre
thoroughly, challenges along the way, and how she connected with experts in New York City to
continue practicing.
In hearing Ms. Fraser discuss her work as a storyteller and communication coach, the
students considered more of their own political and musical history in relation to their
commitments as professional musicians and educators. They considered the value of their
personal stories in relation to the narrative of American political and musical history we were
studying. Dawn’s workshop was intended to provide a way for students to consider musicmaking as a form of expressing the human experience at granular political levels such as the
family unit, and at larger political levels such as in the story of American democracy, and to
make connections between these two levels.
Contracted Options
I adapted an assignment developed at the Chicago Center, the contracted option, so that
students could consider how music of the African diaspora is a living tradition with which they
can engage directly. Studying how a musical tradition is connected to a living community is
linked to a habit of citizenship. Whereas it is necessary and valuable to research a musical genre
in a classroom in depth, learning about how that musical tradition is expressed in a community

65

can place the music in a contemporary social, political, and economic context. Learning about
how musical creators are valued in civic life can be a step toward linking multiculturalism with
resource distribution. I asked the students to research events in New York City related to the
course content, and I also provided suggestions from which they could choose. The students then
attended the events and wrote a response. The assignment is included in Appendices A and B
and some of the responses are analyzed in Chapter 4. In the first year, I assigned four events and,
after Hurricane Sandy impacted the community in 2012, lowered the requirement to three. Some
of the events the students attended the first year included a talk about Walter Rodney’s book,
How Europe Underdeveloped Africa, visiting the African American Museum of Nassau County,
attending the West Indian Day parade, and attending a concert at Abyssinian Baptist Church. The
second year, events ranged from attending a service at an African American church of their
choosing to attending a lecture given by Amiri Baraka at the Schomburg Center, visiting the
Museum of Contemporary African Diasporic Arts in Brooklyn, and visiting the Louis Armstrong
Museum.
First Voice, Written Course Content
For sources of information about choral music of the African diaspora, I prioritized
people who fit the description of a “first voice” as defined by the Chicago Center. For example,
in both years, I chose an excerpt from Manning Marable’s Living Black History for students to
read to introduce the concept of living, authentic history of people of African descent in the
United States, and to provide a context for students to analyze their sources of knowledge about
black music and history. Marable’s stance that an authentic historical narrative “rejects out of
hand the inferiority—biological, genetic, or cultural—of people of African descent to any other
branches of the human family” (Marable 2006:21) provided a context for considering

66

authenticity in music. I wanted to begin the class by establishing that every genre of music was
equally worthy of study to any other, and that, for the sake of an authentic understanding, it was
necessary to seek out and examine first voice perspectives.
Alongside Marable’s I assigned an excerpt from Leith Mullings’s New Social Movements
in the African Diaspora to lay groundwork for considering black history in a global context. In
the United States, the study of black history often originates with the transatlantic slave trade,
and while acknowledging the significance of this, I wanted to put black history into a relational
concept with earlier time periods and multiple global locations. Mullings documents social
movements in Latin America, and regions around the Indian Ocean, and Europe, Canada, and the
United States, some of which employ the arts as part of their organizing and empowerment for
issues like environmental justice. To link these ideas with music, in the first year I assigned an
excerpt from Cultural Codes (Banfield 2010) and, in the second year, assigned an excerpt from
African American Music: An Introduction (Burnim and Maultsby 2006). This laid the
groundwork for the analysis of African American music in the social and political context in
which it originates, and also how music can serve as a source of social and political power.
I also assigned an excerpt from Amiri Baraka’s Blues People to introduce multilateral
perspectives in analyzing jazz. Baraka writes in response to jazz analyses that place jazz within a
Western music aesthetic framework. This reading allowed the students to consider the
frameworks within which they think about Western music and jazz, and to further consider
issues of authenticity with regard to historical narratives and jazz performance.
In the second year, I added an assignment to read articles in the Amsterdam News and
write a response in the class discussion forum as I wanted to foreground another source of
information about daily events in New York City. I asked the students to read two articles, one
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connected to music and one that was not. This assignment was designed for them to consider a
source of journalism that is anchored in the African American community in New York City. In
future manifestations of this course, I will ask them to consider how stories are discussed in a
mainstream media source as well, to compare the focus of each news source.
Interdisciplinary Approach
My purpose in this class was to examine historical facts in ways that asked students to
consider how these facts were relevant to their lives today, particularly with regard to race
relations and habits of citizenship. Therefore, my goal was to combine approaches used in
different music disciplines such as performance, history, theory, and composition, and also to
consider critical race theory, political economy, and sociology. I do not claim to have created a
class that effectively modeled approaches used in each discipline, or to have exhausted
possibilities in theoretical analysis, for example. My goal was to approach the study of music
being cognizant of political, economic, and social realities, and to be able to participate in
making music along with reading about it.
For example, one of my priorities in learning about the history of the spiritual was also to
sing multiple versions of spirituals (folk and concert arrangements), to be coached by more than
one expert, and to not shy away from the realities of the transatlantic slave trade. In this regard,
we considered the Fisk Jubilee Singers, Paul Robeson, James Weldon Johnson, Zora Neale
Hurston, the labor movement in the 1940s, the civil rights movement in the 1960s, and current
civil rights projects. The act of singing a spiritual provides a student an opportunity to learn
about the song from the inside out, so to speak, to consider what it feels like to sing these
particular texts, and to consider what the words meant to the person who created them. This
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provides additional information than if the student only read about them and listened to a
recording or even a live performance.
Another example of what I consider an interdisciplinary approach, connecting political
history and musical study, is the visit to the Schomburg Center. Students met with Dr.
Muhammad to discuss his research on 20th century American history, and then heard Dr.
McCutchen respond and consider Dr. Muhammad’s research in the context of three generations
of African American composers. Dr. McCutchen theorized about how the first generation of
composers in the 20th century may have been responding to the political climate of the day: after
listening to Dr. Muhammad discuss his book, The Condemnation of Blackness, Dr. McCutchen
coined the phrase, “condemnation of an aesthetic” as a way to introduce his discussion of
composers. This class provided an opportunity to consider shifting racial climates in the 20th
century and how this impacted the production and performance of music.
I intended to bring race, class, and gender to the core of the curriculum. For example, a
portion of one class session was devoted to watching a segment of the documentary, Race:
Power of an Illusion (PBS 2003), in order to provide a basis from which to discuss the scientific
fallacy behind racial construction and to also consider how racialization impacts contemporary
life, including musical practices. I did not assume that students had a background in the history
of racialization and wanted to provide a basis for discussion. The intention was to consider how
the fallacy of race has in turn shaped our perceptions about musical practices (and vice versa): to
consider what is “white” music or “black” music, or consider who should or should not, can or
cannot perform certain kinds of musics, and to provoke thinking about authenticity and who
determines if a performance is authentic. I also wanted to provide a means for straddling the
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dialectic of transcending essentialized notions of black music or white music, while
simultaneously embracing cultural/racial heritage.
Student Agency
I intended the following course components to foster student agency in relation to the
course content and to the students’ professional goals: weekly writing assignments; a
political/musical autobiography essay the first year, adapted to a class session the second year;
contracted option assignments, described earlier; a guest presenter, Ms. Dawn Fraser; a research
paper on a genre or song; a teaching assignment in the first year, and weekly singing and a final
concert the second year.
Weekly Writing Assignments
In 2012, I asked the students to write weekly thought pieces in response to the readings.
There were a few prompts for them to consider. As the semester progressed, I adapted this
assignment to a writing exercise at the beginning of the class, asking them to consider the course
material in relation to an aspect of their lives. I did not feel as if I had adequate skills at the time
to hold the students accountable for their weekly thought pieces; I do not feel that I set those
expectations and parameters well, in relation to additional expectations for the class. The
following year, I made changes to address these shortcomings. I set up an online discussion
forum using Blackboard, and instructed the students to post responses to the readings on the
discussion group, pose two questions, and respond to a classmate’s posting. I wanted them to
demonstrate that they had engaged with the reading, write their thoughts on the readings in a
public forum, and engage in online dialogue with their peers. My intention was to foster more
active participation rather than passive absorption. I responded to the posts in class, collectively,
and in the future would respond in more detail in writing.
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Academic Journal Entries
To provide the means for students to reflect on off-campus class visits and on seminars
with guest presenters, I asked students to write individual journal entries, as modeled by the
Chicago Center (Chicago Center 2012). For off-campus visits, I asked students to consider what
was going on, who was participating, and how the event related to them. I also asked if they
would visit again, and if any questions were provoked. For guest presenters, I asked students to
identify what they found useful, either to their personal music-making or their teaching; whether
any questions arose; on which parts they would have liked to spend more time, and consider how
might they improve the session. These assignments provided the means for students to write their
reflections and analyses outside the online shared discussion forum in response to the weekly
readings.
Dawn Fraser, Musical/Political Autobiography
I wanted to connect Ms. Fraser’s visit with student agency, something Fraser naturally
does when leading international storytelling workshops. Ms. Fraser told me about a political
autobiography she completed as part of a Harvard class with Dr. Lani Guinier. The assignment
helped crystalize the direction of her work after completing her Master’s degree in International
Relations at Harvard. I adapted this assignment for this class (see Appendix A) and incorporated
a musical focus. With the musical/political autobiography, I asked the students to consider
political frameworks in their own lives, from family to societal structure, and to consider the
musical influences on their lives from a new angle. I intended for them to consider the
framework in which they developed their musical preferences and practices, and to consider the
role they play in political scenarios; to provide a framework for considering the course material
in relation to their own lives. In the first year, I scheduled a class session with Ms. Fraser who
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was going to elaborate on the assignment before their first drafts were due, but the session was
cancelled due to Hurricane Sandy. The students handed in drafts and reported more clarity on the
assignment after her visit later in the semester.
In the second year, I didn’t assign the autobiography for homework, but made it an inclass exercise. Along with leading the students through a participatory exercise that asked them
to consider their political histories in the context of their future goals, Ms. Fraser also spoke of
her study of Brazilian capoeira. My intention was for the students to reflect on their own
political identities, analyze and reflect upon how they relate to the community being studied, and
see a model for researching and performing an artistic genre and its community if it’s a
community with which they may not personally identify.
Research Paper
I adapted a research assignment designed by a colleague, Mollie Stone, and asked
students to choose a genre or song that interests them and pursue questions about it. In the first
year, I asked them to consider any genre or song connected to the African diaspora, and in the
second year, I asked students to focus music in the United States. Examples of the assignments
are in Appendix A and B.
Teaching 2012
In 2012, as a way to further center music of oral traditions, I asked each student to select
a song and teach it to the class. This was designed for students to consider and apply the skills
needed to teach songs that have no score and are grounded in oral traditions and to cultivate a
sense of agency in their capacity to engage with and teach songs from oral traditions. In the
second year, I chose different learning tasks. If I teach the course again, I will return to this
learning task as an option.
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Weekly Singing/Concert 2013
My goal the first year was to sing on a weekly basis, and in the end, about a third of the
classes involved singing. In the second year, I was able to organize the class so that each class
session at Queens College involved a rehearsal of chosen repertoire, building up to a final
concert. Singing is an act of agency in and of itself, and I wanted the students to have an
experience of singing different genres, oral and written traditions, participatory and
presentational. This experience can impact their knowledge of the music more than only reading
or listening. When Mr. Jennings and Ms. Wade visited the class, they led the students through
their own musical exercises and also coached them on the repertoire for the concert. Mr.
Jennings asked the students to compose a spiritual in class, and Ms. Wade led the students
through an improvisatory exercise, making connections between jazz and earlier traditions such
as the blues. Students were asked to consider how these exercises were relevant in their own
lives.
These are the primary ways I applied a first voice, experiential, interdisciplinary
pedagogy to this class. I designed assessments to address both civic and eudemonic learning
goals. By necessity, the examples addressed some of the content-related learning goals as well.
Musical Course Content
My epistemic priorities for musical content were to place the study of musical traditions
in a global context; study repertoire connected to the African diaspora within a non-essentialist
framework, striving to transcend essentialized notions of African diasporic music while
harnessing black heritage; analyze music from bi- and multilateral perspectives; analyze how
musical expression is connected to political power and economic realities; and interrogate the
concept of authenticity in musical performance.
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Multiple Genres in a Global Perspective
Initially, in order to place the study of black music in a global framework, I titled the
course “Teaching Music of the African Diaspora: Toward a ‘Living Black History.’” I wanted to
provide opportunities for the students to make connections across both place and time in the
study of musical genres within a global context. For example, this meant they had to analyze not
only what might be considered African in pieces of music they encounter but to recognize that
there are multiple musical aesthetics across the African continent; that one musical tradition from
Ghana is different from a musical tradition in Nigeria and to recognize the diversity in the term
“African.” I wanted the students to explore connections between the African American spiritual
and Brazilian capoeira; to explore how music is connected to a narrative of resistance
worldwide; to explore music and Afro-descendant social movements in South America, Mexico,
India, France, England, etc.; to consider musical traditions claimed by people of African descent
globally to enrich the study of black music of the United States; and to place the study of black
music beyond one that begins with transatlantic slavery only.
The first year, to lay the groundwork for this, I used Leith Mullings’s introduction to
Social Movements of the African Diaspora as a framework for considering the concept of the
African diaspora and placed this concept in a contemporary context. In the first year I taught the
class, I assigned a chapter from John Storm Roberts’s Black Music of Two Worlds to introduce to
the students musical characteristics from the African continent. In order to focus more deeply on
musical genres originating in the United States in the second year, I did not include this, though I
consistently strived to locate our discussions within a global context. In both years, I played
recordings of musical groups from different African countries, and at the suggestion of Dr.
Anthony Leach, used recordings Harry Belafonte collected in Long Road to Freedom: An
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Anthology of Black Music. I also taught one South African song both years, which the students
performed in the workshop concert the second year.
Within the confines of one semester, the goal was to harness black heritage while
simultaneously transcending essentialized notions of blackness not only as a concept, but also
through musical examples. I wanted to present examples of black music that represented a
constellation of identity, including oral and written traditions, participatory and presentational,
texts focused on collective political resistance, and texts focused on individual human cares.
Akosua Addo writes that [enabling] students to consider bi- and multilateral perspectives
is aligned with an internationalist education. I interpret this to mean that one can negotiate
differences of opinion or cultural practice with respect, at a minimum. In the context of this
class, the intention was to consider aesthetic perspectives with regard to oral and participatory
musical traditions as having equal importance to written and presentational traditions.
I also sought to center oral and participatory musical traditions: to consider the history
behind oral traditions, and consider how they are currently practiced; consider the benefits of
learning music aurally; analyze best practices for honoring oral traditions with nuance; and
consider the aesthetic frameworks in which they are analyzed. This focus was amplified by
suggestions from Dr. Anthony Leach, who suggested that in addition to visiting a church service
to experience one example of gospel music, that we also visit a rehearsal, to experience how the
music is taught and reinforced. He also suggested asking the students to teach music from an oral
tradition in order to analyze how to do so effectively, maintaining aesthetic priorities that do not
fit easily into musical notation.
Ms. Wade and Mr. Jennings brought in these activities directly. When Ms. Wade visited
the second year, she spent about 45 minutes reviewing historical background and musical
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examples of jazz, blues, and prison songs, in order to place jazz within political African
American narratives. She then led the students in an improvisational exercise. She asked the
students to consider challenges in their own lives, and led them through vocalizing and
expressing those challenges, which she built into melodic, improvised utterances. She taught
them the song, “Centerpiece” aurally, and provided opportunities for each student to improvise
in the context of this song. She then discussed rhythmic elements of jazz and swing, asking
students to sing each example, and asked the students to consider different brass instruments for
their vocalizations. She created a big-band arrangement of “Centerpiece” through the students’
voices, having one group create excerpts imitating trombones, another group, trumpets, and
another, saxophones. Certain vocal and rhythmic effects can be difficult to capture in Western
music notation. By structuring aural learning experiences for the students I sought to ensure they
were able to learn nuances of a piece that would have been difficult to capture in a written score.
Mr. Jennings also led an improvisational exercise both years, highlighting call and
response as a form found in many African American vocal genres. He made connections
between early expressions of the spiritual and ring shout and the use of call and response, and
provided opportunities for the students to see examples of this in contemporary concert
arrangements of spirituals. He highlighted how it was evident in the blues as well.
In the second year, he led the students through the process of writing a spiritual and focused on
the form of call and response in different ways. Mr. Jennings made connections between aural
and written traditions in the realm of African American musical genres.
In the first year, the rehearsal the students attended at Abyssinian Baptist Church was
chosen in order to center contemporary practices of singing music from oral traditions and
learning the music aurally. The students were able to consider the benefits of this and to meet
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with the director afterward to discuss the elements involved in making the rehearsal organized
this way happen smoothly.
The first year, the students were also asked to teach a song aurally, to consider necessary
skills to make this happen effectively. In the second year, I opted to focus more on weekly
singing with everyone and did not ask the students to teach. Each class at Queens College was
structured in the following way: the first hour was a discussion of the readings; the second hour
was sometimes devoted to listening to music or watching clips of a documentary, and the last
hour was devoted to rehearsing music. The music for the final concert involved a combination of
songs that were taught by score and songs that were taught aurally.
Music, Politics, and Economics
The concept of multiculturalism takes on different guises whether or not one considers it
with or without attention to the issue of resource distribution. In one class session I discussed
current ways we are racialized, using Marable’s definition of a New Racial Domain and
introducing global neoliberalism. I don’t think I provided the students with adequate ways of
considering various economic frameworks, comparing and contrasting capitalism, socialism,
democratic socialism and more in order for them to analyze for themselves. I did want to make
the distinction, however, introducing the phrase, “multiculturalism with attention to resource
distribution,” and asking them to consider what that means for themselves and their work.
Introducing this topic in class was meant to consider the connections between musical praxis and
the distribution of economic resources and political power. In the discussion, one student
considered Elvis Presley, for instance, as someone who benefited from white acceptance of rock
and roll, but the creators of styles he appropriated were not acknowledged or compensated.
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Another way politics and economics were linked with music was in our analysis of
spirituals. André Thomas relates that many conductors articulate a hesitation in performing
spirituals because they do not want to discuss slavery. Our goals were to address this directly by
discussing the spirituals’ origins; clarifying their definition, as distinct from gospel music, for
example; learning that the Library of Congress has cataloged 4000 spirituals which demonstrates
the breadth of the genre; reading multiple perspectives from community-based representatives on
performance practice; and analyzing how spirituals can reflect a narrative of resistance from their
creation to the present, embracing the heritage of a human response to a profoundly oppressive
circumstance.
In studying the blues, I asked the students to look beyond the definition of the blues as a
twelve-bar form, but also consider how the songs developed as a response to a political and
social context. The blues express fundamental human stories and emotions and the expression
and emotion of these stories grew out of a particular circumstance and are a human response to
that circumstance. I wanted students to examine how music is a tool for survival, for expressing
political agency in a situation where someone feels powerless to change actual circumstances; to
see how the music not only serves to acknowledge a particular feeling such as sadness, grief,
loneliness, or jilted love, but also articulate the triumph over those feelings.
Charenée Wade, who I invited to class to discuss jazz history and teach fundamental
elements of jazz singing, demonstrated how jazz is rooted in African American political history,
and created a way for students to consider the fundamental humanness of this experience. One
part of Ms. Wade’s first class was an improvisation exercise, asking the students to consider a
challenging element of their lives, and to give vocal utterance to that. Ms. Wade led
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improvisation exercises from this, teaching the students the song, “Centerpiece,” and
constructing a big-band jazz vocal arrangement with the class.
Authenticity
The issue of authenticity in musical performance is contentious. It is frequently thought
of in the context of whether a performer has adequately rendered a piece of music as it would
have been performed by the culture from which it originated, or during the time period in which
it was created. Whether a performance is rendered authentic can have implications for its
economic success and for the performer’s role in being consulted as an authority. In the class, I
did not have one definition of an authentic performance of a particular genre. I strived to present
the importance of researching the genres we were studying with the same rigor with which the
students would approach music that had been in their required curriculum thus far. I strove to
recognize the importance of consulting people who would be considered first voice, authentic
representatives of the genre for this research, and to recognize the economic and political
ramifications of this. I did not shy away from differences in opinion between people who would
be considered first voice resources, but rather strove to add this to the complexity of the topic.
After discussing issues of authenticity throughout the semester, the “definition” resulted more in
a series of questions to consider in pursuit of an authentic performance such as, “Have I
researched this genre thoroughly consulting authentic, community-based sources of knowledge?”
and “Have I considered political and economic implications of my interpretation and of my
performance?”
History
For the historical content, my priorities were the following: to study music and history of
the African diaspora from an authentic, global perspective; to interrogate the framework within
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which we study American history, analyzing the dominant historical narrative of the United
States; and to foreground historical narratives of resistance against racism.
Race
With regard to race, the learning goals were to analyze how race is a construction, with
no scientific basis, to analyze how race is also a socio-political, economic reality, and to strive to
transcend essentialized notions of race while analyzing the significance of racism.
Race as a Social Construction
In both 2012 and 2013 the class watched the film, Race: The Power of an Illusion, Part 1
(PBS 2003) during a class session and discussed it afterwards. The film, sponsored by the Public
Broadcasting System (PBS), documents scientific discoveries that demonstrate that there is no
single aspect of human biology that all members of a specific “race” have in common with each
other. The film provided a framework within which to discuss how the construction of race is
based on false ideas. It also acknowledges contemporary social realities and misperceptions
based on the inherited legacy of racialization. In the second year the students were instructed to
write a journal response.
Also in the second year, to address the concept of race as a social construction in another
way, I assigned an excerpt from How to Be Black by Baratunde Thurston in conjunction with
watching a video conversation with Mr. Thurston, Soledad O’Brien and Tanner Colby (Thurston
2013). In the book chapter, Mr. Thurston rejects essentialized notions of blackness while he
recognizes social realities connected to racialization and embraces cultural heritage. In the video
conversation, the three participants discuss important issues related to race and its impact on
modern social life. The video uses humor to address these issues without diminishing the
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importance of the topics, providing an opportunity for students to consider one model of how to
discuss contemporary racial relations.
In both years, I assigned the Introduction and Chapter One of The Condemnation of
Blackness by Khalil Gibran Muhammad. In the first year, students met with the author to discuss
the issues that the book raised. The work documents how Frederick Hoffman, author of Race
Traits and Tendencies of the American Negro (1896), has significantly shaped the national
conversation around race, contributing to a perspective that falsely links criminalization with
blackness. In the first year, I assigned the work early in the semester in coordination with the
visit to the Schomburg Center. In the second year, I assigned it during the penultimate week of
the semester. The reading provides an opportunity to examine how contemporary views about
crime were constructed and reinforced through faulty interpretation of data in the 1890 census.
Race as a Social Reality
I assigned a number of works throughout the semester designed to highlight how unjust
racialized disparities persist. The first was the Introduction to Manning Marable’s Living Black
History, which asserts that the contemporary racial domain is one characterized by colorblind
neoliberalism—in which race is supposedly not relevant to political economy—but in which
rates of mass incarceration, mass unemployment, and mass disenfranchisement are racialized
unjustly, interacting with each other to further perpetuate economic and political disparities.
Systemic responses to these issues are increasingly in the hands of private entities, which
impacts the role of the democratic process in managing solutions.
I assigned additional readings in 2013 to focus on the violent history of lynching and how
it is relevant today. The students read an excerpt from ‘They Say’: Ida B. Wells and the
Reconstruction of Race to learn historical background on the phenomenon of lynching and be

81

acquainted with the social aspect of it during the early 20th century, when news of a lynching
was often advertised, crowds gathered, sometimes having their pictures taken, bringing their
children, and creating postcards of the events. In conjunction with this reading the students also
read the “U.S. Senate Ruling Against Lynching, 2005” to consider how, despite multiple
attempts throughout the 20th century to have the federal government recognize lynching as
wrong, requests were repeatedly turned down until 2005, and eight senators still refused to sign.
The students also read “Hip-Hop Activism” and “Hurricane Katrina Crisis, 2005” to consider
how racialization impacts modern life.
To consider how racialization is a current reality in both years, I asked the students to
complete the Implicit Attitude Test. In the first year, the students took the test online and
submitted their results anonymously and we discussed it in class; and in the second year, they
wrote a journal reflection on their experience of taking the test, and we discussed it briefly in
class as well. They did not have to reveal their results, only reflect on their perspectives. The
purpose was for the students to consider how racialized perceptions are embedded in modern
life, regardless of intellectual belief in equality. The students also completed the test on gender,
for the same purpose, and to provide a comparison.
Toward Racial Justice
The previous examples provided the means to analyze how race is a construction and also
a visceral reality. The collective work over the course of the semester was designed to transcend
essentialized notions of race while analyzing the processes of racialization. I assigned the chapter
from How to Be Black in which Thurston specifically rejects essentialized notions of how to be
black, in part through his own story. I had similar goals when assigning a chapter from The Black
Atlantic by Paul Gilroy, hoping that students could consider that there is not one expression of
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blackness, and at the same time consider the effects of anti-black racism in a global context. Our
visit to Abyssinian Baptist Church offered another means to challenge commonly-held
stereotypical notions about African American music by meeting with conductors and hearing
choirs. At the Schomburg Center, a docent made a point of showing the students a painting of
James Baldwin, in which the artist used a palette of hues for his face with the specific intention
of wanting viewers to consider Baldwin’s humanity, the man underneath his skin. The musical
study throughout the semester was a means by which to reinforce this concept as well. In
general, my goal was to present as many examples of black musical expression as possible, from
music originating in African countries to the blues to music in the Western European tradition.
The goal was also to read material and meet with multiple experts in order to illustrate the
complexity and depth behind the idea of blackness; to challenge the notion that there is one
definition of black music, or one way to be black.
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Chapter 4—Analysis of Student Writing
This chapter analyzes student writing to assess the efficacy of the class in meeting my
goals. The students were asked to consider a number of questions: How is the political system of
white supremacy embedded in higher education choral practices? How can curriculum designers
undermine or transform the political system of white supremacy? How is this related to practices
of global citizenship? The writings are drawn from weekly, low-stakes writing reflections on the
readings; journal reflections on class seminars at Abyssinian Baptist Church and the Schomburg
Center for Research in Black Culture; reflections on guest presenters; and written reports on
contracted option assignments. To preserve anonymity when discussing the student writing, I am
using the pronouns they/them instead of he/him or she/her. I acknowledge that the student
writing may be biased toward their expectation of what would have earned a good grade. I
sample snapshots that focus on instances in which the student has indicated that something in the
course assignment caused them to reflect on their frameworks of analysis. This is grounded on
the premise that self-awareness constitutes reflexive political participation. My analysis focuses,
in particular, on whether the course caused a shift in thinking with regard to racial, social,
political, or religious paradigms from perspectives that are oppositional to ones that are
interdependent.
I also considered interdependence in three sub-categories: interdependence between
intellectual knowledge and experiential knowledge (intellectual—visceral), interdependence
between the self and the subject matter (self—subject), and interdependence between epistemic
domains (subject—subject). To expand, I looked to the writing to indicate a shift in perspective
about connections between the mind and body in processes of education. As Eugene Gendlin
states, bodily knowledge is a felt sense (Gendlin 2004), acknowledging that the body is a
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repository for knowledge as much as the mind. In the modalities of studying race relations, there
are different meanings conveyed by the intellectual experience of reading scholarly treatises as
opposed to the visceral experience of walking down a street when you are the only person who
looks like you. Similarly, reading about an opera is a different learning experience than attending
a performance at the Metropolitan Opera House, absorbing the social cues, the physical impact
of sounds, and the social-emotional experience of hearing music with other people in the same
space.
Interdependence between self and the subject matter means considering how the subject
is relevant to the student’s life and vice versa. How is the intellectual content relevant to the
student’s personal and professional goals? How can the student play an active role in shaping
their lives and engaging with their community? How can the student’s agency be fostered in the
context of an academic course? For example, how can studying black history be relevant to a
student’s life if they are not black; or, if the student identifies as black, how can having an
opportunity to consider additional viewpoints about the black experience in an academic setting
change their learning?
Finally, interdependence between epistemic domains can be exemplified by considering
an interdependent relationship between classical and gospel music versus an oppositional one; or
musical theater vocal pedagogy vs. classical vocal pedagogy, Western European culture vs.
Eastern European, or politically, considering the global north vs. the global south.
Interdisciplinary work could be another way to frame these interdependencies, considering
connections between music and political economy.
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Community-Based Institutions
The experiential, community-based parts of the course were the most important to me to
assess, not only because they center particular sources of knowledge, but also because I thought
the visceral nature of race relations to be crucial. I was most concerned about whether the field
visits to Abyssinian Baptist Church and the Schomburg Center provided an educational
experience that could contribute to transformational habits of citizenship. Namely, did these
educational opportunities contribute to students’ capacity to reflect on their own identity and
their capacity to play a role in shaping their society? I sought answers in student journals.
Students were asked to write about Abyssinian and the Schomburg, reflecting on what was going
on, who was participating, and what the events had to do with themselves.
Abyssinian Baptist Church
To my great pleasure, students were able to comparatively analyze diverse musical
traditions, as prioritized by Addo. This student reflection is worth quoting at length to prove the
point.
The visit to the Abyssinian Baptist Church was very interesting; not only was it
new to me because it was a Black church, but it was entirely new to me because I
have never been in a church service before to start with. The men ushering people
in the building were quite intimidating, being very strict with their policies; it
seemed like they wanted to execute professionalism, and had very high respect
towards the church. The people attending the service were all willing to comply as
well. Most attendees were guests, but the regulars of the church seemed very
connected with each other and deeply devoted in their religious practices. I was
looking through the book of collection of hymns, recognizing some songs that we
have been singing in the class. I was looking at the index to see the titles of these
songs out of curiosity, to see the number of songs that started with “He,” “God,”
or “Jesus,” expecting them to be a large number. What caught me by surprise was
that these were of noticeable numbers, but the songs that started with “I”
outnumbered the other three put together. I had an assumption that churches were
places to worship god, but I rethought that churches were places to feel your
personal connection with him. When the Total Praise Ensemble was singing, I
noticed a number of people raising their hands up in the air and singing along
with them; first I thought they were waving to the music, but it seemed like they
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were reaching out to “touch” the connection. “I am here. Find me. Come to me.”
Then I started seeing it in the performers as well, them also waving but not
necessarily in sync with the beats of the music. It was more of an emotional act,
something that can only be done when you are deeply connected to the words of
what you are saying. (It reminded me of myself playing Bach sonatas, reaching
out for the musical lines.) It was a new experience altogether. (Student B)
The student’s comment is significant because the musical, aesthetic framework in which
Bach composed is a primary frame for their own music-making. The student is connecting the
hands reaching out in congregational singing to their own reaching out to musical lines in Bach.
That the student made these connections may be seen as challenging an oppositional norm (here,
the one between classical music and gospel music), and strengthens both the student’s capacity
to understand gospel music and their understanding of Bach, enriching the student’s perspective
in both genres. Whether a particular shift in perspective can be made is arguable, but the
connection between their own music-making and the singing of gospel music could be
categorized as interdependent rather than oppositional in both the second and third subcategories (self—subject matter and subject—subject). A professor once opined to me that
“gospel music is all screaming.” Having made this connection, it seems likely that this student, if
confronted now with such a statement, would have a profound base of experience from which to
combat this shallow, stereotyped perspective.
Another piece of writing demonstrates a shift in perspective with regard to
interdependence between seemingly disparate genres. One student articulated surprise that the
music director could sing both classical and gospel music.
The leader of TPE graciously took some time after the worship to talk to us. He
was friendly and seemed well versed in performing gospel music. He was singing
since he was 2?! I was extremely impressed at how he could make the switch
from classical singing to gospel singing. Can all singers do this? I thought singers
did either not both. (Student C)
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If, in one line of thinking, classical music is connected to whiteness and gospel music is
connected to blackness, this would imply that one cannot be both white and black. It is a
metaphor for oppositional thinking with regard to these genres.
Why should we care about this? Music is an expression of culture and tells the stories of
the human experience. A significant part of the African American human experience is expressed
in gospel music. A significant portion of 20th century American history can be studied through
gospel music, tracing the development of genres, just as one can study early 18th century
German Lutheran culture by studying Bach.
In this excerpt, another student articulates a similar appreciation for a conductor’s ability
to sing different styles:
I really enjoyed that talk from the director. He really answered a lot of questions I
had about gospel choirs. It was great that he was able to explain how he gets the
sound he wants from his choirs. I also like how he explained what the “gospel”
style of choir music. It was amazing how flawlessly he could demonstrate his
classical voice and then switch into his gospel style. It was also interesting how he
was totally changing his conducting style based on his choir he is working with.
(Student G)
This experience provided the student with an opportunity to consider how conducting gestures in
gospel music have their own aesthetic framework, and that training is involved in being effective
at conducting gospel music.
In the following quote, a student writes of wrestling with vocal technique, and again,
appreciates the conductor’s skills:
The song leader, who we later were able to talk to, was so efficient in keeping the
group together, on the same words, and putting emphasis on the same parts of the
song. Their voices were so powerful, passionate, and exciting. I kept telling
myself that I would enjoy church so much more if my church were like this. The
part that related most to me was when we were able to talk to the choir director.
As a singer, so much of what he was talking about related to me…a lot of my first
musical experiences were of me singing in a belting chest voice. I would have
been perfect for singing the songs sung at the Abyssinian Church, at the time.
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However, as I became trained in music, I was taught certain ways of singing very
similar in experience to what the choir director was mentioning. For example,
learning head voice and the passaggio were all new to me, as well. I struggled
with singing classically since I had habituated some bad techniques as a child. I
found it so refreshing how he was able to easily switch back and forth from a
classical type voice to a more gospel voice. I wish he could be my voice teacher! I
find it difficult singing in a chest voice as much now that I have learned and
adapted some more classically trained techniques. I can no longer sing as easily in
my chest voice as I did when I was younger. I would love to have the opportunity
to spend more time with him to develop and be able to change from a classical
sound to a more gospel sound without issue. All and all, I found the church visit a
very rewarding experience. I loved experiencing the power of the song in person.
(Student N)
This quote points to the need for voice training that incorporates knowledge of multiple styles,
not only gospel and classical, but also popular, or contemporary styles of music.
Another quote is relevant to considering habits of citizenship with respect to religious
practice:
What I took away from the service was that there is no right or wrong way to
worship. Not that I ever thought that there was a wrong way but after
experiencing a service so foreign to my own religion, it really made me see that
even if we all worship the same God, our means of getting there can be done
differently and appreciated in so many capacities. (Student M)
This quote seems significant in light of higher education curricular goals to empower students to
be global citizens, recognizing an interdependent rather than oppositional framework of politics.
The purpose of the class was to ask the students to consider what is going on, who is
participating, and how it relates to them, and the class provided an opportunity for a student to
experience a religious service. The course was not asking the students to think a certain way or to
adopt a particular religious viewpoint; it was to consider the knowledge presented as they would
a written text for an academic classroom.
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Schomburg Center for Research in Black Culture
After visiting the Schomburg Center for Research in Black Culture, a student articulates a
shift in perspective about history pedagogy, or at least a questioning of how history is taught:
I thought that the history that was presented was fresh and new as opposed to my
memories of cramming the same information for a test in high school…Mainly, I
guess this experience makes me wonder if the educational system in America
does enough to educate young people about the emotional depth and impact of
slavery and history rather than mere FACTS or ANSWERS FOR A TEST. It is
unfortunate that our over-tested, under-motivated students often miss the value in
learning about these deep and weighty historical periods. (Student F)
The student alludes to the relationship between intellectual and social-emotional knowledge.
They articulate that the experience at the Schomburg Center caused them to consider the
emotional depth and impact of slavery, not only during that historical period but also on
contemporary life, and implies that making this connection is valuable for students, particularly
in an educational system that may teach to a test. What made the student question the dominant
mode of history instruction? Was it the docent’s presentational skills in relating historical
information? Was it the connection between historical facts and the docent’s own story, and how
racialization has impacted his life? Could this shift have occurred in the classroom by reading a
book with the same content? I assert that hearing the docent tell their story and encountering
various objects on display, particularly within the context of the Schomburg Center, contributed
to this shift in perspective.
Another student communicates how they interpreted a particular painting that the docent
prioritized:
Probably my most favorite conversation of the night was the description of the
picture of James Baldwin, how in person, Baldwin had a much darker complexion
than shown in the picture. The artist successfully conveyed the message that we
all just need to remove the skin and overall skin color of a person and look within,
that we are all the same species, human beings. If we remove the skin, it really is
foolish to discriminate.
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Here we find that the information about the painting sparked the student to consider James
Baldwin as a human being, rather than only as a black man, which challenges the dominant
narrative around race and racialization.
Another consistent theme in the students’ reflections was that they didn’t know about the
Schomburg Center at all prior to visiting. “I thoroughly enjoyed the experience of visiting the
Schomburg. I had no clue this place existed prior to this class. It was amazing what an extensive
collection was contained here” (Student N). As another student put it:
I enjoyed our visit to the Schomburg Center very much. It was my first time there
and to be honest I am surprised that I have never even heard of the place,
especially with all of the performances that go on there. I now know that if I ever
need to research anything having to do with African American culture, I can
probably find whatever I need in this building. Knowing that there is a place like
this as a teacher is a great thing…I would certainly visit again and/or bring
students…I will certainly be checking the website from time to time to see what is
going on there. (Student O)
Many students would have liked to have an opportunity to research their papers there, and to
have visited earlier in the semester. Two students returned for a contracted option event. In
considering that a habit of citizenship is making connections among community organizations,
particularly across socially constructed boundaries, this is relevant.
Contracted Options
The contracted options were assignments adapted from the Chicago Center for Urban
Life & Culture, and designed to provide the students with an opportunity to research and attend
events related to their own interests that intersected with the course material. I provided
suggestions as well, but students were encouraged to find their own events.
In the first example of student writing below, a student reflects on their experience
attending a panel discussion, Blues People 50 Years Later, including the author of Blues People,
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Amiri Baraka, held at the Schomburg Center. They make connections between the focus of the
panel discussion and their experience of riding the subway to the event.
The event I attended was Blues People 50 Years Later, held at the Schomberg
Research Center for Black Culture. The building was located on 135th street and
Malcom X Boulevard. On my trip up to 135th street with the 2 train from Penn
Station, I saw that the subway car I stepped in was already predominantly
populated with people of black skin even before I got on board. As the car
advanced north, the subway car became more crowded, and I stood in the middle
of the car with plenty of people around me…At 125th street, as people came on
and off, a tall, black man came on. Actually, I couldn’t see him, but I will find out
what he looks like soon. That is because once the subway doors were closed, he
started singing. “Beautiful young lady leaning on this pole over here, if that man
standing beside you isn’t your boyfriend, my number is 646-XXX-XXXX…Oh,
you ain’t interested? Well that’s ok, we should always give it a shot…Over there,
that blonde lady sitting over there, have you ever been wooed by a 6-foot-1 black
man before? Looks like she’s sayin’ hell no…” Everything is on a pitch, he is
clearly singing, but he’s not singing. Everyone is stifling a laugh, the black
woman next to me goes “aw, that stupid” but everyone is smiling. Once I get off
the train, though I really wanted to stay in the subway car and listen to more of
that singing man, I had plenty of time left to myself until the event, so I decided to
walk up and down from 130th to 140th street. (Student B)
The student goes on to describe their observations about the neighborhood:
Walking down to 130th street, I spotted two stores that had speakers set outside
their store and playing music. One was a blues, one was something closer to rap.
As I walked by a hair salon, I noticed that all of the posters on display use black
women as models, the hair being done very clearly an impossible task with mine,
like tight braids or dreadlock styles. On the other hand, stores that sold glasses
and wigs had both white and black models displayed at their stores. Walking up to
140th street, I spotted a National Playground. I was hoping to sit down to wait
another 15 minutes before the event started, but I spotted the poster with the
words: “Adult Entry Allowed Only With The Accompany Of Children.” It was
very “New York,” it was very “Playground,” and it made me laugh. There were
areas to sit, areas with slides, and the largest area present was the space made
available to play basketball. These told me that this area was a home to blacks, it
was also very closely knitted to a residential area (I also saw churches,
Laundromats and supermarkets as well), and though it may not be the safest
neighborhood, it was made safe by the people who want to make it safe there.
(Ibid.)

92

The comment that the neighborhood is made safe by the people who want to make it safe there—
while not necessarily reflecting a shift in perspective—reflects an observation that could counter
the dominant narrative portrayed in the media. The student continues:
As for the event, it was wonderful. What shook me the most was the “distance”
between the panel speaker, especially Amiri Baraka, and the audience. The event
started with speaking about the book Baraka wrote 50 years ago, other panel
speakers speaking of their reflections, a Q&A session, and more talking. It was
structured, but not in a sense of a performance or a concert hall, and the speaking
was very different to what I have experienced in other venues. It sounded as if the
speakers were speaking to me as an individual, not to an audience. It made it ok
for me to laugh, it made it ok for people to yell “you’re forgetting to speak to the
microphone!” and it made it a very personal experience. We were a part of it, and
Baraka allowed for that to happen. Everyone present was very welcoming, and
many were hungry for a change in the world.
There was something very interesting that Baraka had said; there was someone
that tried to transcribe a blues singer (Billie Holiday or Ella Fitzgerald?) but just
couldn’t do it, and he said something along the lines of “she’s not just singing, it’s
the blues, she’s talking through singing. Of course you can’t transcribe it, you’re
using the wrong tools.” It reminded me of the man I heard in the subway on my
way to the event. Perhaps what he was doing was blues as well. (Ibid.)
This quote demonstrates that the student makes a connection between their experience on
the subway and Baraka’s discussion about blues analysis. They recognize Baraka’s point that in
transcribing a blues song with only a Western European aesthetic framework, the transcription
will not be complete, and will miss important, key elements of what the creators of the song
consider valuable. By only transcribing notes, one misses inflections, tone quality, and cultural
context. The student recognizes that if the exchange on the subway was only transcribed within
one social context, for example, it might miss layers of communication underneath the words.
They recognize that in order to fully appreciate their experience on the train, they might need to
first recognize the tools with which they are listening. The subway in New York City is a
microcosm of humanity and a place in which people of multiple backgrounds interact and civic
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relationships are expressed. Negotiating these interactions with respect is an ongoing process and
a metaphor for more formal political negotiations.
Another student attended an event in which they were a racial minority. The first part of
the event was programmed, and the second part was a social gathering afterward. The student
articulates that the social gathering was where they felt uncomfortable for the first time that day,
wondering if people were questioning why they were there. The student wonders if a close friend
of theirs, who is of a different racial background, feels that way in similar settings (Student L).
This is significant in that the experience seems to have caused a shift in the student’s awareness
about what it is like to be in a setting where you do not look like the majority of the people
present. I cannot dictate what the student would do in the future, but I argue this shift in
perspective, being able to relate to the experience of being a minority, is relevant in considering
habits of political friendship in the United States.
Videos and Documentaries
A key component on which I wanted to focus was the relationship between culture and
economic distribution: between a commitment to multiculturalism and diversity and a
simultaneous commitment to equitable distribution of resources and power. When I taught the
class, I didn’t have the resources needed to provide the means with which students could analyze
these connections thoroughly. I did introduce this concept as an idea, however, and one source of
information as a means for students to consider these connections was a video conversation
curated by Baratunde Thurston, between himself, Tanner Colby, and Soledad O’Brien (Thurston
2013). The video was called “A Conversation About Conversations About Race.” After watching
the video, a student wrestled with the idea of rectifying social injustice:
…there was something that…I found myself seriously disagreeing with…they
started discussing the way that various social injustices have been handled and
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basically said that in many of these situations, it doesn’t ‘cost’ the other
side…anything by capitulating to what obviously is the more socially-agreeable
cause. I guess I disagree with this on several levels, but just to be vague and
summative, justice whether social or otherwise ALWAYS costs something. In
their example, they used the fact that gay marriage didn’t cost individuals
opposed to gay marriage anything…As far as racism and other social injustices, I
think that each issue is just too nuanced to conclude that, “hey, fixing social
justice issues is so easy once you realize it doesn’t cost you anything.” (Student
F).
Although the student’s perspective does not change as a result of watching the video, this is a
key reflection on distribution of power and resources. What does one lose or gain? Who
determines what is just? The next time I teach this class, I intend to provide more resources for
students to develop arguments about what one should do when confronted with unjust economic
inequity.
Another observation of the video is that some students appreciated the use of humor in
discussing charged subjects like race relations. One student suggested that the video be assigned
the first week as a way to frame the issues (the conversation took place one month after the class
started so that was not an option that time). The student commented that sometimes our class
discussions could be more productive, that sometimes people were holding back because they
didn’t want to say the wrong thing, etc. As an instructor, I reflect on this as an area for growth in
my ability to manage class discussion effectively.
Another student also commented on the use of humor, but at the same time, questioned
why humor was needed to discuss a serious topic. The student felt that it should be possible to
discuss serious topics with or without humor.
One final reflection on the video:
I found the video to be very interesting and eye opening…Listening to the
discussion, it made me realize that these types of conversations need to be had in
school. They are awkward conversations, but it needs to happen because racist
ideas are around us every day. As educators, we need to not only teach our
content area, but shape our students into thoughtful human beings, which includes
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seeing their own world more globally and recognizing other cultures as valid and
welcome. I think that opening up the discussion of race is important to help our
students understand other perspectives and see people as people instead of threats.
(Student E)
The student is articulating a shift in perspective about how music curricula are connected to
social and political issues. The willingness of the student to “open up the discussion of race,”
even if awkward, could impact the way they program music and how they interact with students.
The student is open to considering multilateral perspectives not only with regard to music and
culture but with regard to people and social interactions. They allude to how some people are
viewed as threats, and that opening up the discussion could create a shift in perspective not only
about how valid and welcome a culture is, but how important each person is. Although this quote
does not illustrate a shift in perspective about resource distribution per se, the student articulates
basic ideas related to habits of global citizenship and who is counted as a person.
Reading Responses
Students, expressing surprise at what they did not previously know, gained a shift in
perspective. This was another common theme:
I found it interesting that each reading focused on a very different aspect of
African American culture. From African song tradition, to preserving accurate
African American history, to racialization of Latin American countries. In my
education, I was primarily lectured on slavery, civil war issues, Jim Crow laws,
segregation, and Brown vs. Board of Education. I had thought that I was
somewhat knowledgeable on African American history, but after reading these
articles, I realize that I have barely cracked the surface. (Student L)
The students expected to learn new information in the class, but they didn’t realize what they
didn’t know about African American history, which is significant with regard to habits of
citizenship. Related to this issue is acknowledging the nuance and depth often missing in the
study of African American music. A student writes:
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I was particularly enlightened by Burnim and Maultsby’s writings on “Musical
Agency.” While I never remember going into such specific detail regarding some
of the religious and musical histories of African-American slaves during the 19th
century, I have to say that this reading definitely made me see the music of this
genre and time period in a much more nuanced light. I have performed spirituals
before in my time in Junior High and High School. I have also directed spirituals
with my choirs; in fact, I recently performed, “Didn’t My Lord Deliver Daniel,”
which was specifically referenced in the reading. However, even after performing
this music, I never contextualized the true meaning behind the lyrics to this
piece. Thankfully, after this reading I must confess that I have a much deeper
appreciation and understanding of the emphasis of the lyrics and music….Are we
as music educators doing justice to the lyrical depth and profound historical
significance of this music in our performance of spirituals? (Student F)
The student recognizes that even though they have performed spirituals as a singer and directed
them as an educator, they have not considered the interpretation of the lyrics with such depth.
This is relevant to the issue of how the study of spirituals fares in music education in general.
The previous student reflects on one article from African American Music: An
Introduction (Burnim and Maultsby 2012):
While reading the Burnim and Maultsby article, I realized that the world view of
American slave songs is somewhat narrow. The reading explained that not all
songs were tales of woe and sorrow, but some were used for joy, work, and
communication. It is pretty self-absorbed to think that music was only made in
response to white injustice. The question that was conjured in my mind after this
reading was: what do people of African American descent want their musical
legacy to be? How can we as teachers use this appropriate legacy when we teach
songs from this culture? How can we communicate the message that the people
wanted to get across? (Student L)
The student is not only commenting on their own perspective, but making an assessment about
the dominant narrative, the “world view.” The student is recognizing that there is more than one
kind of “slave song,” which challenges an essentialized view of music that developed from
slavery.
One student in the class discussion addresses the variety of opinions African Americans
may hold about their legacy:
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Hi L, I think you make some valid points with your post. Especially when it
comes to the question of, "What do people with African descent want their
musical legacy to be?" I guess that would be determined on an individual basis.
(Student O)
This student recognizes that there will be as many perspectives as there are people of
African descent.
Regarding a course objective of striving to transcend essentialized notions of race, after
reading a chapter from How to Be Black by Baratunde Thurston and watching a video
conversation between himself and Tanner Colby, moderated by Soledad O’Brien (Thurston
2013), a student writes:
Neither reading nor video provided any conclusive and resolute answers. What I
gathered from both sources is that no one can tell you how you can do black or be
black. This also relates to last week’s reading about whether we define ourselves
or the world defines who we are. Race should not be an issue but one’s own
personality and integrity should matter. And the video addressed one very
important thought: economic power versus race. And this is mentioned briefly in
the reading. When an individual is educated and economically wealthy,
race/gender/sexuality does not seem to matter much. (Student C)
Although this does not illustrate a change in perspective, per se, I include it here to illustrate
what the student gleaned from the reading and video conversation. I also note that the student
made connections between economic power and race, and how this impacts our perceptions of
people.
Singing
In support of an interdisciplinary method to studying music, one student said they feel
like they learn so much more when they sing the music, as opposed to only reading about or
listening to it (Student E). Another graduate student reflects on being asked to improvise in the
seminar led by Ms. Charenée Wade:
Even though I have heard and listened to many vocalists improvise, I have never
actually spent much time attempting to vocally improvise myself. I found the
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gradual approach from simple to complex very informative in giving the class a
musical palate of improvisational opportunities. This was useful because I can see
myself possibly using some of these techniques with some of my more
experienced vocalists in my classroom. I also wonder if there might be an even
simpler version of this lesson to use with my younger grades as well.
Additionally, why haven't I had as much experience with this entire style of
vocalizing during my time as a VOCAL MAJOR? (Student F).
The student identifies the significance of being asked to sing the music, and how this
contributes to not only their understanding of it, but also how they might teach improvisation to
students.
Broadening Perspectives
I do assert that the student writing demonstrates that certain aspects of the course created
shifts in perspectives about race and racialization, African American history, and choral music of
the African diaspora to the extent that a first-voice, experiential pedagogy is worth being the
basis for more widespread study. The course material provoked student thinking with regard to
their current knowledge about American history, causing them to question how they were taught
and how they would like to teach their students. One example of a quote that demonstrates a
broadening of perspective after a visit by Mr. Jennings follows:
The session with Mr. Jennings was one that I enjoyed taking part in, but more
importantly, the experience really made me reflect on myself as an educator and a
musician. I often use spirituals with my choirs for a number of reasons, but I
sometimes feel that I personally am lacking a connection to the music and its
original purpose. I am an advocate for exposing students to all types of music, and
don't feel that an educator needs to be of a certain background to teach the music
of a genre, but I cannot help but wonder if creating the connection between my
students and the music would be more successful if I was in fact of a certain
background. This is a topic I think many music educators are faced with in
choosing music, and as we have discussed in class, there are a variety of opinions
on the matter. Our time with Mr. Jennings reinforced my thought that someone
from the same background as the music being performed has a stronger impact
than someone who is not. It wasn't the music terminology, or the correct building
of the chords that Mr. Jennings spoke about, but it was the history behind the
music, stories involving his own family and experiences, and the emotion and
mood that was intended for each song that really stuck with me. Although it might

99

be a controversial judgement, I feel that if our visitor was not of the African
American background, with roots in gospel and spiritual music, but said the same
exact things as Mr. Jennings had, it would have had lesser effect on me. (Student
A).
This quote also demonstrates the value of learning from someone who is considered a first voice
representative of the topic at hand. That the student considers their perspective potentially
controversial and is wrestling with their own role as a musician and educator is also significant in
considering further research about pedagogy.
The point of the class was not to say that only first voice resources can teach about a
topic, but that first voice perspectives should be central to the information and narrative about a
topic. With a case study of one semester, it is difficult to generalize about causality that could be
the basis for widespread curriculum redesign. I also cannot assert whether the students’ habits of
citizenship shifted beyond the semester. When considering future learning options, and presented
with sources that are not considered authentic, first voice sources, the student might pause and
look further.
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Chapter 5— Conclusion
This dissertation analyzes an experiment in a music curriculum that attempted to
transform the hegemonic framework within which we are studying music. The experiment was
conducted in two choral courses, organized around a racial paradigm shift, centering African
American in a global, first voice framework. The first voice frame as applied here is a
transformative framework that has many benefits. It strives to transcend essentialized notions of
race while analyzing the destructive process of racialization. It acknowledges the political nature
of the study of music, history, race, and pedagogy. It interrogates the framework in which
historical knowledge is generated, considering an interdependent view of global history rather
than an oppositional one of Western and non-Western history. It affords opportunities to
acknowledge how definitions of personhood have shaped our perspectives on the development of
modern society and on contemporary social, political, and economic realities. Curricula focused
in this way can apply these theories in an interdisciplinary, first voice, music experience, and
allow for assessment through student writing. All these benefits also afford opportunities to
consider further curriculum development in support of racial justice.
I sought to create a classroom experience centering community-based knowledge about
the course content with student agency to reflect, in writing, on all aspects of the course. One
critique of the class could be that beyond their own research project and weekly writing
reflections, the students were not formally held accountable for a baseline of knowledge with
regard to specific music genres and sociological concepts. Beyond weekly rehearsals and the
class concert in 2013, they were not asked to individually demonstrate competency in performing
certain genres. The amount of reading could be more selective in order to delve more deeply into
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the reading choices. These critiques point to challenges in curricular design and the need for
further research and course development.
I strived to cover a wide range of genres to present a constellation of identity with regard
to blackness while simultaneously analyzing a connection between them. I also wanted to
highlight the richness and breadth of black musical expression in contemporary New York City.
In order to present a multilateral framework of musical study, however, one could begin with
two contrasting genres (Addo 2009). These genres could be placed in a global historical
framework that analyzes the realities of racialization. First voice, experiential resources could be
at the center of the course, and the students could be asked to demonstrate competency in these
two genres. Even focusing on two genres presents epistemic challenges, however, with regard to
establishing knowledge about race and racialization, such as the idea of race as a social
construction, the science that reinforces this concept, the history of how the idea of a racialized
hierarchy has been deployed, and how this hierarchy is expressed in political, social, and
economic realities today. I grew up in a racially diverse neighborhood, actively pursued
experiences to address questions about race and social change throughout my life, and was not
able to gain knowledge and vocabulary that made sense of my questions in a comprehensive way
until studying in a doctoral program that particularly facilitated interdisciplinary work. Further
curriculum development is needed at all levels of education to provide the means for students to
analyze unjust racialized realities, and to place these in relationship to unjust realities related to
gender, class, and religious identity.
Another challenge in curriculum development is logistical. To develop a first voice,
experiential framework, the capacity to visit neighborhoods and community-based institutions is
a significant consideration. In this course, formally structured as an on-campus class that met
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once a week for three hours in Queens, New York, students articulated the challenge of extra
time required to visit locations off-campus, often exacerbated by the commute to or from their
job. Also, assigning additional course content such as background readings and listening
examples was organized around the availability of guest presenters, and thus not finalized until
meetings were confirmed. To address the first concern of visiting off-campus locations, one
solution would be offering the course during a three-week intensive January or May Term, where
a class meets each day for about three weeks. The class could meet at the campus in the morning
to briefly discuss readings or rehearse music, then leave together to visit off-campus locations
using transportation provided by the college. In New York City, one way to organize this would
be visiting a different borough each day, exploring community organizations related to the
African diaspora in each borough that are connected to musical production or cultural history.
This logistical model is used by the Chicago Center for three-week terms and for seminar days
during semester-long terms.
Financial challenges are also a consideration and related to issues of distributive justice.
In the classes described in this dissertation, all guest speakers were offered a stipend of $300,
though some did not accept the stipend and offered their time and that of their institution free of
charge. For those who accepted the stipend, I paid them using personal funds. I also paid a
pianist who visited with one of the guest presenters in the first year, and hired a pianist to visit on
a weekly basis in the second year. In the future, I would strive to secure funding in order to build
a more sustainable structure.
Regarding the case study, the methodology could be developed to better assess student
knowledge at the beginning of the class and at the end. One could also assess student
perspectives and actions for a certain time period after the class, to assess more long-standing
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shifts in habits of citizenship. Developing ways of analyzing perspectives about sharing power
and resources are needed.
It is also important to recognize my own limitations and growth as an instructor. Though
I have developed some skills in leading choral rehearsals, my capacity to lecture in a nonmusical context was underdeveloped when this project began, particularly the first year. It
improved the second year, though my capacity to manage discussions was still limited; my
concept of the pedagogical purpose of class discussions was underdeveloped. My clarity around
certain priorities has shifted since 2013 and will continue shifting. One priority about which I
have more vocabulary is how musical praxis is connected to distributive justice with regard to
both political and economic resources. If a certain genre of music that grew out of the African
American experience becomes mainstream, who is getting compensated for the production of
that genre? Who is being consulted to discuss its performance practice in workshops, conference
presentations, and journal articles? If a choir performs a piece of music from a cultural tradition
that is different from the choir’s dominant background, who is getting compensated? What are
the singers learning about the genre’s community of origin, and the agency of the community’s
descendants in today’s political climate? These are questions relevant to habits of global
citizenship. When I taught the class, I recognized that multiculturalism without attention to
resource distribution was an incomplete rendition of justice, and posed many of these questions,
but did not have extensive tools in economic theory with which to analyze potential solutions,
and to give students the means to do the same.
In addition, since the time this project began, the dominant, global political economy has
shifted from colorblind neoliberalism, where “race is everywhere but nowhere,” to one that
reflects an acute awareness of how racialization impacts contemporary life, often characterized
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by polarized, oppositional perspectives. This shift has unfolded with increasing intensity over the
last eight years. Trevor Martin was killed the summer before the first class, in 2012, and George
Zimmerman was acquitted for his murder the next summer, before the second class. In response,
Alicia Garza, Patrisse Cullors, and Opal Tometi created #BlackLivesMatter, which has grown
into a world-wide social movement (Black Lives Matter 2020). Although political organizing
toward racial justice has been ongoing for generations—one point of this project is to recognize
an ongoing through-line of resistance—the murders of George Floyd and Breonna Taylor in the
midst of a global health pandemic seem to have been a lynchpin in causing major cultural
institutions to reflect on their role in perpetuating or transforming the status quo. In June, the
Manhattan School of Music announced that for the 2020-21 academic year, “all performances
will feature work by African American creators or those from the African diaspora” (Manhattan
School of Music 2020). Also in 2020, Brandi Waller-Pace founded the organization
“Decolonizing the Music Room,” which helps “music educators develop critical practices
through research, training, and discourse to build a more equitable future” (Decolonizing the
Music Room 2020). What is needed to continue these explorations beyond the present moment?
My intention is to locate this dissertation in a narrative of resistance that honors previous
generations of social movements, connects to contemporary ones, and provokes further study in
music curriculum development that can tackle questions of how to create sustainable change
with regard to global habits of citizenship, definitions of personhood, and more equitable sharing
of resources and power.
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Syllabus
CHORAL MUSIC OF AFRICA AND THE AFRICAN DIASPORA:
TOWARD A LIVING BLACK HISTORY
Queens College/ CUNY
Instructor: H. Roz Woll
Fall, 2012
Email: hrozwoll@gmail.com
Mondays, 5:30-8:20, Room 226
Phone: (646) 283-8468
3 credits
MUSIC 773-02 (graduate) and MUSIC 28-1 (undergraduate)
COURSE OBJECTIVES
T he purpose of this class is to study choral music of Africa and the African Diaspora within a
global, historical narrative, integrating both traditional and experiential methods of learning.
You will sing musical genres connected to people of African descent, including music from oral
and written traditions, and participatory and presentational traditions. You will analyze
musical characteristics, and analyze the selections’ socio-political context. You will analyze
methods for teaching each piece, such as orally or with a score, and will analyze diverse
aesthetic values related to vocal tone and performance practice.
We will meet regularly with musicians, educators, and historians who will rehearse music with
you or discuss broader musical or socio-political issues. You will also research and attend
community-based cultural events in New York City connected to people of African descent.
You will read selections from articles and books related to music history, political economy and
music, critical race theory, and history, and you will complete written assignments, including
an integrated journal and a final paper.
ASSIGNMENTS
Required Reading and L istening
Weekly required texts and listening assignments will be available on Blackboard. You MUST
regularly check your QC e-mail and our course Blackboard page.
Journal
All students will keep an integrated journal. T he journal should include description,
observation, and interpretation of seminar activities, readings and discussions. Personal
reactions are inevitable; however, the journal is intended to move beyond reaction to reflection
and response. ("Like," "don't like," and "interesting," are not very helpful). T he journal is the
primary learning tool in the term and becomes a dialogue with the instructor and the
experience. T he journal is intended as a cognitive tool for linking experiences and making
connections among the various aspects of the term. Journal reflections should demonstrate
learning progress. New experiences will add understanding to initial perceptions and reactions.
Journals will be turned in as scheduled during the term.
T eaching Demonstrations
T wice during the semester, each student will teach the class a song (or an excerpt). T he
teaching demonstrations will be 5 minutes, and the first demonstration must be taught orally
(without using a score).
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Monday, 9/ 10: Submit initial suggestion for a song to teach.
Monday, 9/ 24: Submit final suggestion for approval.
Monday, 10/ 1: T eaching Demonstrations in class (5 minutes each).
Individually Selected Events (Contracted Options)
T hroughout the summer, many opportunities exist for exploring the city independently which
cannot be included in the schedule. T o encourage a relationship to the city that expresses your
own interests, each student will select four events or places beyond the required activities. You
will describe, interpret, and react to each of your "contracted options" in a written report.
Detailed description to follow separately.
Research Paper
More details will be provided.
EVALUATION
Journal

20%

Participation
20%
(Active engagement in discussion as well as attendance at all required events)
Contracted Options

20%

Research Paper

20%

T eaching Demonstrations

20%
Total: 100%

ATTENDANCE POLICY
Miss no more than 2 scheduled classes for any reason, and actively participate in class
discussions and activities. Each absence after two will result in a letter reduction of your grade.
3 T ardies = 1 Absence.
GRADING SCALE
A+ = 97-100 A = 93-96

A- = 90-92

B+ = 87-89

B = 83-86

B- = 80-82

C+ = 77-79

C- = 70-72

D+ =67-69

D = 60-66

F = below 60

C = 73-76

CUNY POLICY ON ACADEMIC INTEGRITY
Students are expected to adhere to the CUNY Policy on Academic Integrity. Academic
dishonesty is prohibited in T he City University of New York and is punishable by penalties,
including failing grades, suspension, and expulsion as provided at:
http:/ / web.cuny.edy/ academics/ info-central/ policies.html
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ADA STATEMENT
Accommodations for students with disabilities may be arranged by contacting the instructor of
this course on an individual basis. T his syllabus can be made available in an alternate format
upon request. Students with disabilities needing academic accommodation should: 1) register
with and provide documentation to the Special Services Office, Kiely 171; 2) bring a letter to
the instructor indicating the need for accommodation and what type. T his should be done
during the first week of classes. For more information about services available to Queens
College students, contact: Dr. Mirian Detres-Hickey, Special Services Office, 171 Kiely Hall,
(718) 997-5870, 8:00 am-5:00pm.
SYLLABUS CHANGE POLICY
T his syllabus is a guide for the course and is subject to change with advanced notice. Check the
course Blackboard site frequently for announcements and revisions.
ONLINE RESOURCES
Center for Black Music Research
http:/ / www.colum.edu/ cbmr/
Schomburg Center for Research in Black Culture/ N Y PL
http:/ / www.nypl.org/ locations/ tid/ 64/ node/ 62877
A History of African American Music by Portia K. Maultsby
http:/ / www.carnegiehall.org/ honor/ history/ index.aspx
Archives of African American Music and Culture
http:/ / www.indiana.edu/ ~ aaamc/
Indiana University Folklore Institute Resources
http:/ / www.indiana.edu/ ~ folklore/ units.shtml
AfriClassical: African Heritage in Classical Music
http:/ / chevalierdesaintgeorges.homestead.com/ index.html
World Music Institute
http:/ / worldmusicinstitute.org/
Institute for Research in African-American Studies
http:/ / iraas.org/ node
Apollo T heater: Education
http:/ / www.apolloeducation.org/
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Musical/Political Autobiography
Choral Music of Africa and the African Diaspora

Musical/ Political Autobiography
Fall 2012

T his assignment is inspired by and adapted from a political autobiography that Lani Guinier
assigns in her Harvard University seminar, “Critical Perspectives on the Law: Issues of Race,
Gender, Class and Social Change,”1 and the educational model of the Chicago Center for Urban
Life & Culture2.
Musical/ Political Autobiography
Write an eight-page essay (T imes New Roman, 12-point font) that describes your musical life
and commitment from three perspectives: 1) as an individual in this class, 2) as a member of a
social or identity group in New York City, and 3) as a future (and continuing) professional. T he
objective is to reflect on and critique the social, political, and musical contexts that have
contributed to your musical artistry and development, as well as your sense of global
citizenship. T he essay should be a persuasive and linearly argued piece of expository writing,
and should include narrative examples to support your arguments. T he essay may include
photographs or may illustrate with magazine cutouts in a collage with an explanatory legend
(text should equal eight pages).
T he essay must reflect a “critical perspective” that situates or critiques you within your race,
gender and class position prior to arriving at Queens College, and then within our larger
society. T hink of it as an introspective meditation on how all the strands of your life and your
identity come together to strengthen or impede your musical commitments. T he essay should
not only start with your personal experiences or background but also should strike a balance
between your 1) musical, professional and/ or intellectual journey and 2) address that journey in
light of the way the seminar themes and readings illuminate or complicate this journey. T he
essay should integrate at least two of the seminar readings, one of the events you attended in
the city (either as a class or a contracted option), and one of the guest presenter seminars. Do
not worry about including every single component of the assignment in the first draft.
1st Draft Due: MONDAY, 11/ 5, 5:30 P.M. (in class)
Include a letter to me describing the strengths of the work you completed thus far, aspects you
wish to improve, and if you would find any particular feedback on your writing helpful
(structure, critical thinking, grammar).
FINAL Draft Due: FRIDAY, 12/ 21, 5:00 P.M.

1

Lani Guinier, “Critical Perspectives on the Law: Issues of Race, Gender, Class and Social Change,” Course
Pack 1 (Weeks 1-4) Harvard University, Fall/Spring Semester 2003-4, 3-4.
“Urban Academic Practicum,” Chicago Center for Urban Life & Culture, Accessed 11 October 2012,
http://www.chicagocenter.org/student-programs/urban-academic-practicum/.

2
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Consider the following questions to begin:
What is your earliest musical memory?
Which musical experiences have left strong impressions on you? Which events significantly
shaped your musical life?
If you are a professional musician (performer, educator), when and why did you decide to
pursue this career?
What are your long-range goals as a musician?
If you are not a professional musician, what are your long-range goals in life? How do express
your musicianship (listening to recordings, attending concerts, reading, playing an instrument,
etc.)?
How has your racial identity contributed to your musical commitments, tastes, activities, and
experiences?
How has your gender contributed to the same?
How has your economic class impacted your musical commitments, tastes, activities, and
experiences?
Has your musical life been closely connected with religious practice?
Which musical experiences have surprised you?
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Recording Project

Choral Music of Africa and the African Diaspora

Recording Project
DUE: Monday, December 3
OPT ION 1
1. Choose a particular genre of choral music from Africa or the African Diaspora and
create a “mixtape” of EIGHT recordings (burn recordings to a CD).
a. At least six of the recordings should be group vocal recordings.
b. If the genre was inspired by an instrumental tradition, two of the recordings
may be exemplars of the genre.
2. Write 2 pages of liner notes.
a. Write one paragraph describing the genre.
i. Include any historical information you can find:
1. origin of genre (place, date, people)
2. distinguishing features (form, harmony, melody, rhythm,
improvisatory, composed, oral, written)
b. Write the title of each selection in a bibliographical format (Chicago Style).
c. Write two to three sentences articulating why you chose each selection.
OPT ION 2
1. Choose a particular song, and create a “mixtape” of EIGHT recordings that trace the
song’s “family tree” (burn recordings to a CD).
a. Did the song start as a vocal solo, and become arranged for chorus?
b. Did the song start as an instrumental arrangement, and become adapted for
choirs?
c. Does a song have multiple arrangements?
2. Write 2 pages of liner notes.
a. Include information about the song’s origins.
b. Write the title of each selection in a bibliographical format (Chicago Style).
c. Write two to three sentences articulating why you chose each selection.

(over)
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GENRES
African American
Sacred Traditions
Folk Spiritual
Arranged Spiritual
Jubilee Quartet
Gospel Quartet
Freedom Songs
Contemporary Expressions
Folk Gospel
Gospel-Hymn
T raditional Gospel
Modern Gospel
Holy Hip Hop

Secular Traditions
Game Song/ Play Song
Work Song
Field/ Street Call
Protest Song
Rural Blues
Boogie Woogie
Rhythm & Blues
Soul
R&B
Jazz
Zydeco

General
Bomba y Plena
Calypso
Salsa
Samba
T raditional Music from a select country in Africa
Contemporary music from a select country in Africa
Merengue/ Meringue
Opera and Concert Music
Rap and Hip Hop I ntegrated with Choral music
Helpful W ebsites
Center for Black Music Research
http:/ / www.colum.edu/ cbmr/
A History of African American Music by Portia K. Maultsby
http:/ / www.carnegiehall.org/ honor/ history/ index.aspx
Schomburg Center for Research in Black Culture/ NYPL
http:/ / www.nypl.org/ locations/ tid/ 64/ node/ 62877
Archives of African American Music and Culture
http:/ / www.indiana.edu/ ~aaamc/
Indiana University FolkloreInstitute Resources
http:/ / www.indiana.edu/ ~folklore/ units.shtml
AfriClassical: African Heritagein Classical Music
http:/ / chevalierdesaintgeorges.homestead.com/ index.html
World Music Institute
http:/ / worldmusicinstitute.org/
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Contracted Option Guidelines
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Answer these questions, as applicable, for your report:
▪

What is the main reason you chose to attend this event?

▪

Who attended the event? Note the race, gender and age of people.

▪

If the event is musical, what kind of music did you hear? Did you hear more than one kind? Discuss
musical details (melody, rhythm, harmony, texture, timbre). Was the music performed with a score?
Was it rooted in a score but memorized? Was it improvised?

▪

If the event is a performance of any kind, what did the performers wear?

▪

How did the audience interact with the performers? Was the event participatory or was one group
presenting their work for an audience to listen or observe?

▪

What is the recent history of the neighborhood/ area where the event took place? Which different
populations have lived in the area? What are the current demographics (ethnicity, income, population
size, etc.)? Go online to the New York City Census.

▪

What type food is available and is it expensive?

▪

Was there a police presence? Did they interact with others at the event? What was the nature of their
interaction?

▪

Note the unwritten rules of interaction. What makes someone an insider? Can you spot the outsiders?
How? Do you feel like an insider? Why or why not? What interactions are acceptable and what might
be frowned upon? How can you tell? How do outsiders interact at the event?

▪

Location in the community: What is the address? What types of housing are closest to the event?
Businesses?

▪

Your own interaction with the event: How did your attendance affect your relationship to the chosen
community, if at all? Did you feel comfortable or out of place? Were you bored? Was it easy to talk to
people?
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Schedule
Choral Music of Africa and the African Diaspora—Fall 2012
Mondays, 5:30-8:20 PM
NOTE: This schedule is compiled from student handouts and posts on Blackboard.
WEEK 1
Monday, August 28
Introduction
WEEK 2
Monday, September 3
Labor Day-NO CLASS
WEEK 3
Monday, September 10
READINGS DUE:
Banfield, William. 2010. Cultural Codes: Makings of a Black Music Philosophy. Plymouth,
United Kingdom: Scarecrow Press, Inc., 3-10.
Marable, Manning. 2006. Living Black History: How Reimagining the African-American Past
Can Remake America’s Racial Future. New York: Civitas Books, xi-1.
Mullings, Leith, ed. 2009. “Reframing Global Justice,” New Social Movements in the African
Diaspora: Challenging Global Apartheid. New York: Palgrave Macmillan, 1-9.
WEEK 4
Monday, September 17
No Class, Rosh Hashanah
WEEK 5
Monday, September 24
No Class, Yom Kippur
Sunday, September 30
DUE: WRITING ASSIGNMENT
Write a 2-3 page “thought piece” on the readings (Times New Roman, 12-point font),
demonstrating that you’ve read the required list and are synthesizing what the authors have to
say. Aim to capture the main point of the articles in one or two paragraphs each, then either
analyze one in more depth, compare two or more articles, or ask questions, i.e. what would the
authors say in conversation with each other? What would Dorsey and DuBois say to one
another? What questions would you ask of them, or any of the authors?
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READINGS:
Required
DuBois, W. E. B. 2001. “Of the Faith of the Fathers.” In Readings in African American Church
Music and Worship, compiled and edited by James Abbington, 3-13. Chicago: GIA
Publications, Inc. Originally published in W. E. B. DuBois, The Souls of Black Folk
(Chicago: A. C. McClurg & Co., 1903).
DuBois, W. E. B. 2010. “Of the Sorrow Songs.” In From Jubilee to Hip Hop: Readings in
African American Music, edited by Kip Lornell, 26-32. Upper Saddle River, NJ: Prentice
Hall. Originally published in W. E. B. DuBois, The Souls of Black Folk (Chicago: A. C.
McClurg & Co., 1903).
Burnim, Mellonee V. 2006. “Women in African American Music: Gospel.” In African American
Music: An Introduction, edited by Mellonee V. Burnim and Portia K. Maultsby, 493-508.
New York: Routledge.
Harris, Michael W. 2010. “Conflict and Resolution in the Life of Thomas Andrew Dorsey.” In
From Jubilee to Hip Hop: Readings in African American Music, edited by Kip Lornell,
106-122. Upper Saddle River, NJ: Prentice Hall. Originally published in Michael W.
Harris, We’ll Understand It Better By and By: Pioneering African American Gospel
Composers (Washington D.C.: Smithsonian Institution Scholarly Press, 1992).
Suggested
Maultsby, Portia K. 2010. “The Impact of Gospel Music on the Secular Music Industry.” In
From Jubilee to Hip Hop: Readings in African American Music, edited by Kip Lornell,
173-187. Upper Saddle River, NJ: Prentice Hall.
Watley, William D. 2001. “Introducing the African American Churches.” In Readings in African
American Church Music and Worship, compiled and edited by James Abbington, 27-38.
Chicago: GIA Publications, Inc.
RECORDINGS:
All versions of “Precious Lord” or “Take My Hand, Precious Lord.”
WEEK 6
Monday, October 1
CLASS AT ABYSSINIAN BAPTIST CHURCH
123 Odell Clark Place
5:30-8:20 PM
Meet with Director of Music, James Davis, and attend a rehearsal of the Total Praise Ensemble,
directed by Charles Anthony Bryant.
WEEK 7
Monday, October 8
NO CLASS, COLUMBUS DAY
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Wednesday, October 10
MONDAY SCHEDULE
CLASS AT ABYSSINIAN BAPTIST CHURCH
123 Odell Clark Place
5:30-8:20 PM
5:30 PM Meet with Roy Jennings
6:00 PM Attend rehearsal of Total Praise Ensemble and Cathedral Choir
7:00 PM Attend evening service featuring Total Praise Ensemble and Cathedral Choir
Friday, October 12
DUE: SHORT WRITING ASSIGNMENTS
Assignment 1: Muhammad, Condemnation of Blackness: 1 paragraph
1) What is one of the primary questions Muhammad asks in Condemnation of Blackness?
2) Describe at least one event that shaped public discourse on race and criminality in the 1890s.
Assignment 2: Maultsby, "The Use and Performance of Hymnody, Spirituals, and Gospels in the
Black Church": 1-2 paragraphs
1) According to Maultsby, what primary features distinguish the Black spiritual tradition?
2) In Maultsby’s article, according to research by Mellonee Burnim, what are three primary areas
of significance in gospel music performance?
3) Describe how the rehearsals and service at Abyssinian reflect or differ from these features and
areas of significance.
READINGS:
Maultsby, Portia. 2001. "The Use and Performance of Hymnody, Spirituals, and Gospels in the
Black Church." In Readings in African American Church Music and Worship, compiled
and edited by James Abbington, 27-38. Chicago: GIA Publications, Inc. (The Papers of
the Hymn Society, 1983).
Muhammad, Khalil Gibran. 2010. The Condemnation of Blackness: Race, Crime, and the
Making of Modern Urban America. Cambridge: Harvard University Press, 1-34.
Saturday, October 13
CLASS AT THE SCHOMBURG CENTER FOR RESEARCH IN BLACK CULTURE
515 Malcolm X Boulevard
New York, NY 10037
Meet with Dr. Khalil Gibran Muhammad, Dr. Keith McCutchen, and Ms. Deirdre Hollman.
WEEK 8
Monday, October 15
NO CLASS in exchange for the previous Saturday
WEEK 9
Monday, October 22
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WEEK 10
Monday, October 29
HURRICANE SANDY, NO CLASS (Queens College Closed)
READINGS DUE:
Lawrence W. Levine. 2006. “Musical Agency: African American Music as Resistance,” African
American Music: An Introduction, edited by Mellonee V. Burnim and Portia K.
Maultsby. New York: Routledge, 587-597.
Reagon, Bernice Johnson. 2006. “Musical Agency: The Civil Rights Movement,” African
American Music: An Introduction, edited by Mellonee V. Burnim and Portia K.
Maultsby. New York: Routledge, 598-623.
Neal, Mark Anthony. 2006. “Musical Agency: Post-Civil Rights Period,” African American
Music: An Introduction, edited by Mellonee V. Burnim and Portia K. Maultsby. New
York: Routledge, 624-641.
WEEK 11
Monday, November 5
GUEST PRESENTER: Ms. Dawn Fraser
Focus: Brazilian capoeira, cultural agency, storytelling (workshop related to musical
autobiographies)
READING. DUE:
Thomas, pp. 1-49
FOR THE REMAINDER OF THE SEMESTER: Be prepared to write a 5-minute reflection on
the readings and recordings in every class, demonstrating that you have read the material and are
analyzing how it is relevant. Bring questions, reactions, comments.
WEEK 12
Monday, November 12
GUEST PRESENTER: Ms. Charenée Wade
Focus: Jazz
WEEK 13
Monday, November 19
GUEST PRESENTER: Dr. Anthony Leach
Focus: Spirituals, Gospel Music, History
WEEK 14
Monday, November 26
Reviewed class visits, readings, assignments up to this point.
Discussed remaining assignments and schedule.
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WEEK 15
Monday, December 3
GUEST PRESENTER: Mr. Roy Jennings
Focus: Spirituals, Gospel Music, History
DUE:
Recording Project
READINGS DUE:
Davis, Angela. 1998. “Strange Fruit: Music and Social Consciousness,” Blues Legacies and
Black Feminism: Gertrude “Ma” Rainey, Bessie Smith, and Billie Holiday. New York:
Vintage Books, 181-197.
Hurston, Zora Neale. (1934) 1969. “Spirituals and Neo-Spirituals.” Negro Anthology, edited by
Nancy Cunard. New York: Negro Universities Press, 359-362.
WEEK 16
Monday, December 10
READING DUE:
Gilroy, Paul. 1993. “‘Jewels Brought from Bondage’: Black Music and the Politics of
Authenticity.” The Black Atlantic. Cambridge: Harvard University Press, 72-110.
TEACHING DEMONSTRATIONS
WEEK 17
Monday, December 17
TEACHING DEMONSTRATIONS
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Syllabus
CHORAL MUSIC OF THE AFRICAN DIASPORA IN THE UNIT ED STATES:
TOWARD A LIVING BLACK HISTORY
Queens College/ CUNY
Instructor: H. Roz Woll
Fall, 2013
Email: hrozwoll@gmail.com
Mondays, 4:40-7:30, Room 214
Phone: (646) 283-8468
3 credits
MUSIC 773-01 (graduate) and MUSIC 28-01 (undergraduate)
COURSE OBJECTIVES
T he purpose of this class is to study choral music of the African diaspora in the United States
within a global, historical narrative, integrating both traditional and experiential methods of
learning. You will sing musical genres connected to people of African descent, including music
from oral and written traditions, and participatory and presentational traditions. You will
analyze musical characteristics, and analyze the selections’ socio-political context. You will
analyze methods for teaching each piece, such as orally or with a score, and will analyze diverse
aesthetic values related to vocal tone and performance practice.
We will meet regularly with musicians, educators, and historians who will rehearse music with
you or discuss broader musical or socio-political issues. You will also research communitybased cultural events in New York City connected to people of African descent.
You will read selections from articles and books related to music history, political economy and
music, critical race theory, and history, and you will complete written assignments including
responses and a final paper.
REQUIRED TEXTS
Burnim, Melanie and Portia Maultsby. 2005. African American Music: An Introduction. London:
Routledge.
T homas, André J. 2007. Way Over in Beulah Lan’: Understanding and Performing the N egro
Spiritual. Dayton, Ohio: Heritage Music Press.
Additional music scores, to be purchased.
RECOMMENDED TEXTS and RECORDINGS
Belafonte, Harry. 2001. T he Long Road to Freedom. Box set, original recording re-mastered, five
CDs, one DVD, one 140-page book. New York: Buddha Records.
Marable, Manning. 2006. Living Black History: How Reimagining the African-American Past Can
Remake America’s Racial Future. New York. Basic Civitas Books.
Marable, Manning and Leith Mullings, editors. 2009. Let N obody T urn Us Around: Voices of
Resistance, Reform, and Renewal, 2nd edition. Lanham, Maryland: Rowman & Littlefield
Publishers, Inc.
Roberts, John Storm. 1998. Black Music of T wo Worlds: African, Caribbean, Latin, and AfricanAmerican T raditions. New York: Schirmer.
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ASSIGNMENTS
Required Reading and L istening
Weekly required texts and listening assignments will be available on Blackboard. You MUST
regularly check your QC e-mail and our course Blackboard page.
Journal Responses: Writing as T hinking
All students will keep an integrated journal. T he journal should include description,
observation, and interpretation of seminar activities, readings and discussions. Personal
reactions are inevitable; however, the journal is intended to move beyond reaction to reflection
and response. ("Like," "don't like," and "interesting," are not very helpful). T he journal is a
primary learning tool in the term and becomes a dialogue with the instructor and the
experience. T he journal is intended as a cognitive tool for linking experiences and making
connections among the various aspects of the term.
Research Paper
All students will research a genre of choral music of the African diaspora in the United States
and write an analysis of the genre. You will also collect scores, recordings, and compile a
bibliography of any related literature. Detailed description will follow separately.
Individually Selected Event (Contracted Option)
T hroughout the semester, many opportunities exist for exploring the city independently, which
cannot be included in the schedule. T o encourage a relationship to the city that expresses your
own interests, each student will select one event beyond the required activities. You will
describe, interpret, and react to each of your "contracted option" in a written report. Detailed
description will follow separately.
Final Concert
All students will participate in a final concert, during the regular class time, featuring the music
we will sing throughout the semester.
EVALUATION
Journal Responses (Readings, Listening, Seminars)

20%

Participation
20%
(Active engagement in discussion as well as attendance at all required events)
Research Paper

20%

Contracted Option

10%

Final Concert

15%

Final Exam

15%

Total: 100%

123

ATTENDANCE POLICY
Miss no more than 2 scheduled classes for any reason, and actively participate in class
discussions and activities. Each absence after two will result in a letter reduction of your grade.
3 T ardies = 1 Absence.
GRADING SCALE
A+ = 97-100 A = 93-96

A- = 90-92

B+ = 87-89

B = 83-86

B- = 80-82

C+ = 77-79

C- = 70-72

D+ =67-69

D = 60-66

F = below 60

C = 73-76

CUNY POLICY ON ACADEMIC INTEGRITY
Students are expected to adhere to the CUNY Policy on Academic Integrity. Academic
dishonesty is prohibited in T he City University of New York and is punishable by penalties,
including failing grades, suspension, and expulsion as provided at:
http:/ / web.cuny.edy/ academics/ info-central/ policies.html
ADA STATEMENT
Accommodations for students with disabilities may be arranged by contacting the instructor of
this course on an individual basis. T his syllabus can be made available in an alternate format
upon request. Students with disabilities needing academic accommodation should: 1) register
with and provide documentation to the Special Services Office, Kiely 171; 2) bring a letter to
the instructor indicating the need for accommodation and what type. T his should be done
during the first week of classes. For more information about services available to Queens
College students, contact: Dr. Mirian Detres-Hickey, Special Services Office, 171 Kiely Hall,
(718) 997-5870, 8:00 am-5:00pm.
SYLLABUS CHANGE POLICY
T his syllabus is a guide for the course and is subject to change with advanced notice. Check the
course Blackboard site frequently for announcements and revisions.
ADDITIONAL RESOURCES (Online and Print)
A History of African American Music by Portia K. Maultsby
http:/ / www.carnegiehall.org/ honor/ history/ index.aspx
AfriClassical: African Heritage in Classical Music
http:/ / chevalierdesaintgeorges.homestead.com/ index.html
Archives of African American Music and Culture
http:/ / www.indiana.edu/ ~ aaamc/
Bernice Johnson Reagon
http:/ / www.bernicejohnsonreagon.com/ compositions.shtml
Center for Black Music Research
http:/ / www.colum.edu/ cbmr/
Indiana University Folklore Institute Resources
http:/ / www.indiana.edu/ ~ folklore/ units.shtml
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Institute for Research in African-American Studies
http:/ / iraas.org/ node
Raise Productions
http:/ / www.raiseonline.com/ site/ songbooks.html
Schomburg Center for Research in Black Culture/ N Y PL
http:/ / www.nypl.org/ locations/ tid/ 64/ node/ 62877
T he Spirituals Project
http:/ / www.spiritualsproject.org.
World Music Institute
http:/ / worldmusicinstitute.org/
Dr. Y saye M. Barnwell
http:/ / www.ymbarnwell.com/

Baraka, Imamu Amiri (Leroi Jones). 1999. Blues People. Harper Perennial.
Caldwell, Hansonia. 1995. African American Music – A Chronology: 1619-1995. Los Angeles, CA:
Ikoro Communications, Inc.
Cross, Michael. 2004. “Institutionalising Campus Diversity in South African Higher Education:
Review of Diversity Scholarship and Diversity Education.” Higher Education 47 (4): 387410.
Davis, Angela. 1998. Blues L egacies and Black Feminism: Gertrude “Ma” Rainey, Bessie Smith, and
Billie Holiday. New York: Vintage Books.
Du Bois, W. E. B. 1903. T he Souls of Black Folk. Reprinted 1994. Mineola, New York: Dover
T hrift Edition.
Gilroy, Paul. 1993. T he Black Atlantic. Cambridge, Harvard University Press.
Muhammad, Khalil Gibran. 2010. T he Condemnation of Blackness: Race, Crime, and the Making of
Modern Urban America. Boston: Harvard University Press.
Simmonds, Kevin. 2005. “Jubilee: T he Place of Negro Spirituals As Perceived by Choir
Directors at Historically Black Colleges and Universities.” PhD diss., University of
South Carolina.
T he Black Power Mixtape 1967-1975. Directed by Goran Hugo Olson. New York and
Stockholm, Sweden: Story AB, Sveriges T elevision AB, and Louverture Films, LLC,
2011.
Woods, Clyde. 1998. Development Arrested: T he Blues and Plantation Power in the Mississippi Delta.
New York and London: Verso.
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Contracted Option Guidelines
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▪

If the event is musical, what kind of music did you hear? Did you hear more than one kind? Discuss
musical details (melody, rhythm, harmony, texture, timbre). Was the music performed with a score?
Was it rooted in a score but memorized? Was it improvised?

▪

If the event is a performance of any kind, what did the performers wear?

▪

How did the audience interact with the performers? Was the event participatory or was one group
presenting their work for an audience to listen or observe?

▪

What is the recent history of the neighborhood/ area where the event took place? Which different
populations have lived in the area? What are the current demographics (ethnicity, income, population
size, etc.)? Go online to the New York City Census.

▪

What type food is available and is it expensive?

▪

Was there a police presence? Did they interact with others at the event? What was the nature of their
interaction?

▪

Note the unwritten rules of interaction. What makes someone an insider? Can you spot the outsiders?
How? Do you feel like an insider? Why or why not? What interactions are acceptable and what might
be frowned upon? How can you tell? How do outsiders interact at the event?

▪

Location in the community: What is the address? What types of housing are closest to the event?
Businesses?

▪

Your own interaction with the event: How did your attendance affect your relationship to the chosen
community, if at all? Did you feel comfortable or out of place? Were you bored? Was it easy to talk to
people?
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Research Paper/Recording Project
Choral M usic of the African Diaspora in the United States

Research Paper/ Recording Project
DUE: Sunday, December 15, M idnight, on Blackboard
OPT ION 1: Genre
1. Choose a particular genre of music from the African diaspora in the United States that
can be arranged for group vocal singing.
2. Research and write a paper (5 pages) analyzing the genre from both a musical
standpoint and a socio-political standpoint, i.e. how it fits into our shared historical
narrative.
a. Include any historical information you can find:
i. origin of genre (place, date, people)
ii. distinguishing features (form, harmony, melody, rhythm, improvisatory,
composed, oral, written)
b. Analyze the socio-political context of the genre’s origins, as well as it’s
contemporary context. If the genre spans a large time period, you may choose a
particular time frame.
3. Create “mixtape” of EIGHT recordings (burn recordings to a CD).
a. At least six of the recordings should be group vocal recordings.
b. If the genre was inspired by an instrumental tradition, two of the recordings
may be exemplars of the genre.
4. Write 2 pages of liner notes.
a. Write the title of each selection in a bibliographical format (Chicago Style).
b. Write two to three sentences articulating why you chose each selection.
5. Include a Bibliography of at least 10 sources, in addition to the recordings.

OPT ION 2: Song
1. Choose a particular song that is associated with the African diaspora in the United
States, and can be arranged for group vocal singing, and create a “mixtape” of EIGHT
recordings that trace the song’s “family tree” (burn recordings to a CD).
a. Did the song start as a vocal solo, and become arranged for chorus?
b. Did the song start as an instrumental arrangement, and become adapted for
choirs?
c. Does a song have multiple arrangements?
2. through 5.

See Above.

(over)
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GENRE suggestions
African American
Sacred Traditions
Folk Spiritual
Arranged Spiritual
Jubilee Quartet
Gospel Quartet
Freedom Songs
Contemporary Expressions
Folk Gospel
Gospel-Hymn
T raditional Gospel
Modern Gospel
Hip Hop

Secular Traditions
Game Song/ Play Song
Work Song
Field/ Street Call
Protest Song
Rural Blues
Boogie Woogie
Rhythm & Blues
Soul
R& B
Jazz
Zydeco

General
Bomba y Plena
Calypso
Salsa
Samba
T raditional Music from a select country in Africa
Contemporary music from a select country in Africa
Merengue/ Meringue
Opera and Concert Music
Rap and Hip Hop Integrated with Choral music
Helpful W ebsites
Center for Black Music Research
http:/ / www.colum.edu/ cbmr/
A History of African American Music by Portia K. Maultsby
http:/ / www.carnegiehall.org/ honor/ history/ index.aspx
Schomburg Center for Research in Black Culture/ NYPL
http:/ / www.nypl.org/ locations/ tid/ 64/ node/ 62877
Archives of African American Music and Culture
http:/ / www.indiana.edu/ ~aaamc/
Indiana University Folklore Institute Resources
http:/ / www.indiana.edu/ ~folklore/ units.shtml
AfriClassical: African Heritage in Classical Music
http:/ / chevalierdesaintgeorges.homestead.com/ index.html
World Music Institute
http:/ / worldmusicinstitute.org/
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Schedule
Choral Music of the African Diaspora in the United States—Fall 2013
Wednesdays, 5:30-8:20 PM
NOTE: This schedule is compiled from student handouts and posts on Blackboard.
WEEK 1
Wednesday, 8/28
Introduction
WEEK 2
Wednesday, 9/4
WRITING DUE:
By Tuesday, 9/3, 5:00 PM, post the following in the Discussions tab, Sept 3 folder:
1) A written reflection (minimum two paragraphs) on the readings.
2) Two questions the readings provoke.
3) One comment on a classmate’s reflection.
READINGS:
Marable, Manning. 2006. Living Black History: How Reimagining the African-American Past
Can Remake America’s Racial Future. New York: Civitas Books, pp. xi-1.
Mullings, Leith, ed. 2009. “Reframing Global Justice,” New Social Movements in the African
Diaspora: Challenging Global Apartheid. New York: Palgrave Macmillan. 1-9.
Lawrence W. Levine. 2006. “Musical Agency: African American Music as Resistance,” African
American Music: An Introduction, edited by Mellonee V. Burnim and Portia K.
Maultsby. New York: Routledge, 587-597.
WEEK 3
Wednesday, 9/11
No Class, Rosh Hashanah
WRITING DUE:
By Sunday, 9/15, midnight:
1) Write a one-paragraph reflection on the documentary viewed in class, Race: The Power
of an Illusion, and post in the Discussion Forum.
WEEK 4
Wednesday, 9/18
WRITING DUE:
By Tuesday, 9/17 at 5:00 p.m., post the following:
1) A written reflection (minimum two paragraphs) on the readings. To access the readings,
click "Course Materials" tab at the left of the screen, then click on Sept 17 folder.
2) Two questions the readings provoke.
3) One comment on a classmate's reflection.
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By Tuesday, 9/17, midnight, listen to the assigned recordings twice.
1) For the first listening, write the first impression that comes to mind. As the selection
ends, write the final impression that comes to mind with regard to the music.
2) For the second listening, make notes about form, melody, rhythm, harmony, vocal tone,
or anything else that helps you identify the genre.
3) Write a one-paragraph response combining your notes from each listening, and post in
the Journal.
READINGS:
Reagon, Bernice Johnson. 2006. “Musical Agency: The Civil Rights Movement,” African
American Music: An Introduction, edited by Mellonee V. Burnim and Portia K.
Maultsby. New York: Routledge, 598-623.
Neal, Mark Anthony. 2006. “Musical Agency: Post-Civil Rights Period,” African American
Music: An Introduction, edited by Mellonee V. Burnim and Portia K. Maultsby. New
York: Routledge, 624-641.
LISTENING:
The Long Road to Freedom: An Anthology of Black Music. (1961-1971) 2001. Belafonte
Enterprises Incorporated, Buddha Records/BMG. 5 compact discs. Bonus DVD:
Footsteps on the Long Road the Freedom: The Making of the Anthology of Black Music.
“Yonder Comes Day” – new year shout. (1961) 2001. Bessie Jones, vocalist. Compact
disc 1, track 17.
“Goodbye Ev’rybody” – farewell shout. (1961) 2001. Valentine Pringle, vocalist.
Compact disc 1, track 18.
“Good Ir’n.” (1968) 2001. Harry Belafonte. Collected and arranged by Leonard dePaur
and Harry Belafonte, vocalist. Compact disc 5, track 2.
“Lord, I Don’t Feel Noways Tired,” arr. Hall Johnson. (1961) 2001. Howard Roberts,
vocalist. Compact disc 5, track 11.
“Over My Head.” 1996. Cyrus Chestnut. Blessed Quietness: A Collection of Hymns, Spirituals
and Carols. Atlantic Recording Corporation. Apple Music, MP3 audio, track 1.
WEEK 5
Wednesday, 9/25
WRITING:
By Tuesday, 9/24, midnight:
1) Post reflection in Discussion section, along with two questions the readings provoke for
you.
2) Comment on one classmate's reflection.
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3) Listen to the assigned recordings, and write a one-page reflection in the corresponding
Assignment link.
4) Post a one-paragraph response/reflection on the documentary clips shown in class on
9/18.
READINGS:
Maultsby, Portia K. and Mellonee V. Burnim, with contributions from Susan Oehler. 2006.
“Intellectual History,” African American Music: An Introduction, edited by Mellonee V.
Burnim and Portia K. Maultsby. New York: Routledge, 7-32
Epstein, Dena J. with contributions from Rosita M. Sands. 2006. “Secular Folk Music,” African
American Music: An Introduction, edited by Mellonee V. Burnim and Portia K.
Maultsby. New York: Routledge, 33-50.
LISTENING:
Brown, Keith B. 2000. Got to Keep Movin.’ Juna Records, compact disc.
“Got to Keep Movin’ I.” Compact disc, track 11.
“All I Need.” Compact disc, track 2.
Branch, Billy and Carey Bell, James Cotton, and Junior Wells. 1990. Harp Attack!. Alligator
Records. Apple Music.
“Broke and Hungry.” MP3 audio, track 4.
“Keep Your Hands Out of My Pockets.” MP3 audio, track 3.
“I’m a Woman.” 2002. Koko Taylor. Koko Taylor: Deluxe Edition. Alligator Records. Apple
Music, MP3 audio, track 1.
“One Dime Blues.” 2005. Etta Baker, Taj Mahal. Etta Baker with Taj Mahal. Music Maker
Recordings. Apple Music, MP3 audio, track 13.
The Long Road to Freedom: An Anthology of Black Music. (1961-1971) 2001. Belafonte
Enterprises Incorporated, Buddha Records/BMG. 5 compact discs. Bonus DVD:
Footsteps on the Long Road the Freedom: The Making of the Anthology of Black Music.
“Ashiee Tatale” – Ga play song, Ghana.” (Recording date unknown) 2001. Collected,
arranged, and adapted by Beatrice Otoo and Virginia Kokjo. Betty Clotty and the
African Children’s Chorus, vocalists. Compact disc 1, track 8.
“Fare The Well, Oh Honey” – blues. (Recording date unknown) 2001. Gloria Lynne,
vocalist. Compact disc 3, track 15.
“Ol Lady From Brewster” – children’s song. (1969) 2001. Collected by Bessie Jones,
arranged and conducted by Leonard de Paur. Vincent Esposito, Kevin
Featherstone, Gregory L Sneed and Children’s Chorus. Compact disc 3, track 1.
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“Run Squirrel, Whoa Mule” – game song. (Recording date unknown) 2001. Thelma
Trayton, vocalist. Compact disc 3, track 3.
“Li’l Gal, Li’l Gal” – game song. (1962) 2001. Bessie Jones, vocalist. Compact disc 3,
track 10.
WEEK 6
Wednesday, 10/2
WRITING DUE:
By Tuesday, 10/1, midnight:
1) Post one-page reflection in corresponding Discussion, and post one comment on a
classmate's reflection.
2) Write a one-page reflection on the listening as a whole.
READINGS:
Burnim, Mellonee V. 2006. “Religious Music,” African American Music: An Introduction, edited
by Mellonee V. Burnim and Portia K. Maultsby. New York: Routledge, 51-78.
Thomas, André J. 2007. Way Over in Beulah Lan’: Understanding and Performing the Negro
Spiritual. Dayton, Ohio: Heritage Music Press, 1-23.
Wheatley, Phyllis. 1768. “On Being Brought from Africa to America,” Let Nobody Turn Us
Around: Voices of Resistance, Reform, and Renewal, 2nd edition, edited by Marable,
Manning and Leith Mullings, 2009. Lanham, Maryland: Rowman & Littlefield
Publishers, Inc., 7-8.
Equiano, Olaudah. 1789. “The Interesting Narrative of the Life of Olaudah Equiano, 1789,” Let
Nobody Turn Us Around: Voices of Resistance, Reform, and Renewal, 2nd edition, edited
by Marable, Manning and Leith Mullings, 2009. Lanham, Maryland: Rowman &
Littlefield Publishers, Inc., 9-16.
Allen, Richard. 1816. “The Founding of the African Methodist Episcopal Church,” Let Nobody
Turn Us Around: Voices of Resistance, Reform, and Renewal, 2nd edition, edited by
Marable, Manning and Leith Mullings, 2009. Lanham, Maryland: Rowman & Littlefield
Publishers, Inc., 20-24.
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LISTENING:
Go to the website “Carnegie Hall presents Honor! A Celebration of the African American
Cultural Legacy - A History”
http://www.carnegiehall.org/honor/history/index.aspx.
1) Listen to each of the excerpts in the Sacred Categories (many have only one excerpt)
a. Folk Spiritual
b. Jubilee Quartet
c. Gospel Quartet
d. Freedom Songs
e. Arranged Spiritual
f. Folk Gospel
g. Gospel Hymn
h. Traditional Gospel
i. Gospel Group
j. Gospel Choir
k. Modern Gospel
l. Holy Hip Hop
2) Listen to the FIRST EIGHT recordings posted in Course Materials for this week, many of
which correspond to songs, artists, or composers in Chapter 3 (the rest of the recordings are
optional).
“Ain’t Gonna Let Nobody Turn Me Around” – full arrangement. (1989) 1998. Ysaye M.
Barnwell. Singing in the African American Tradition, Volume 1. Woodstock, NY:
Homespun Tapes, Box 340. Compact disc 3, track 24.
“I’m Gonna Sing Till the Spirit Moves,” arr. Moses Hogan. 2009. Moses Hogan Choral Series
2002. Hal Leonard. Compact disc 2, track 4.
“Deep River.” 1998. Marian Anderson, Franz Rupp. Spirituals. BMG Entertainment. Apple
Music, MP3 audio, track 1.
“Old Man River.” (1958) 2006. Paul Robeson. Live at Carnegie Hall: The Historic May 9, 1958
Concert. Vanguard Records, A Welk Music Group Company. Apple Music, MP3 audio,
track 8.
“Take My Hand, Precious Lord.” 1973. Precious Lord: Recordings of The Great Gospel Songs
of Thomas A. Dorsey. Sony Music Entertainment. Apple Music, MP3 audio, track 1.
“I’m On My Way (Live).” (1958) 1994. Mahalia Jackson. Mahalia Jackson: Live At Newport
1958. Sony Music Entertainment, Inc. Apple Music, MP3 audio, track 4.
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“Lift Every Voice and Sing,” arr. Roland Carter. 2011. Essence of Joy Alumni Singers, Dr.
Anthony T. Leach, Artistic Director. Joy. CD Baby. Compact disc, track 1. 2011.
“Be Grateful.” (1978) 1993. Walter Hawkins. Walter Hawkins: Love Alive and the Love Center
Choir. Light Records. MP3 audio, track 5.
“Lift Ev’ry Voice and Sing.” 2001. Linda Tillery and The Cultural Heritage Choir. Say Yo’
Business. Earthbeat! Records, distributed by Concord. Apple Music, MP3 audio, track 1.
“I’ll Fly Away.” 2001. Linda Tillery, The Cultural Heritage Choir. Say Yo’ Business. Earthbeat!
Records, distributed by Concord. Apple Music, MP3, track 16.
“Sometimes I Feel Like a Motherless Child.” 1993. Paul Robeson. The Original Recording of
Ballad for Americans and Great Songs of Faith, Love, and Patriotism. Vanguard
Records. Apple Music, MP3 audio, track 12.
“Precious Lord.” 2008. Sounds of Blackness. Kings & Queens: Message Music From the
Movement. G Dennis Music. Apple Music, MP3 audio, track 9.
“Love.” 1997. Kirk Franklin. God’s Property from Kirk Franklin’s Nu Nation. B-Rite. Apple
Music, MP3 audio, track 6.
“Soon I Will Be Done” – full arrangement. (1989) 1998. Ysaye Barnwell with George Brandon.
Singing in the African American Tradition, Vol. 1. Woodstock, NY: Homespun Tapes,
Box 340. Compact disc 1, track 33.
“Roll, Jordan, Roll.” (1963) 1991. Mahalia Jackson. Gospels, Spirituals, & Hymns. Columbia
Records, A Division of Sony Music Entertainment. Apple Music, MP3 audio, track 15.
“Singing in My Soul.” 2018. Sister Rosetta Tharpe. The Decca Singles, Vol. 2. A Verve Label
Group Release, UMG Recordings, Inc. Apple Music, MP3 audio, track 9.
“I Want to Live So God Can Use Me.” Sister Rosetta Tharpe. Sister Rosetta Tharpe: Complete
Recorded Works 1938-1944, Vol. 2. MP3 audio, track 18.
“Up Above My Head I Hear Music in the Air.” 2003. Sister Rosetta Tharpe, The Sammy Price
Trio. The Gospel of the Blues. Geffen Records. Apple Music, MP3 audio, track 18.
WEEK 7
Wednesday, 10/9
WRITING DUE:
By Tuesday, 10/8, post the following:
1) Write weekly reflection on all readings, pose two questions, and post one comment in
corresponding links.
2) Post a response to the listening assignment in the corresponding link.
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READINGS:
Way Over in Beulah Lan’: 24-57 and 87-97.
Go to the website, Sweet Chariot: The Story of the Spirituals, http://ctl.du.edu/spirituals/History/
1) Read all sections in the Evolving Contexts link (found at the top, middle), including the
sub-categories listed in the tabs at the left. http://ctl.du.edu/spirituals/Times/
2) Read all sections in the Performing Arts link (top, right), including the sub-categories
listed in the tabs at the left. http://ctl.du.edu/spirituals/Performing/
Check the website New York Amsterdam News every day. Report on two articles in your weekly
reflection, one from “Arts and Entertainment: Music”, and one from any other section.
–http://amsterdamnews.com/
LISTENING:
Listen to ten of the recordings (or more if you like) in the corresponding folder, found in Course
Materials, and post a response in the corresponding folder.
“Listen to the Lambs.” 2002. Nathaniel Dett Chorale, Brainerd Blyden-Taylor, Artistic Director.
The Music of R. Nathaniel Dett. Marquis Classics. Apple Music, MP3 audio, track 6.
Symphony No. 1 “Afro-American” (1930). “II. Adagio (Sorrow).” 2005. William Grant Still.
Fort Smith Symphony, John Jeter, conductor. Naxos. Apple Music, MP3 audio, track 6.
Symphony No. 1 “Afro-American” (1930). “III. Animato (Humor).” 2005. William Grant Still.
Fort Smith Symphony, John Jeter, conductor. Naxos. Apple Music, MP3 audio, track 7.
“Lenox Avenue: The Blues.” 2005. Mark Boozer, Piano. William Grant Still: Piano Music.
Naxos. Apple Music, MP3 audio, track 11.
“Ain’t Got Time to Die,” Six Spirituals. 1986. Kathleen Battle, Christopher Parkening. Pleasures
of Their Company. Angel Records. Apple Music, MP3 audio, track 15.
“Honor, Honor.” 2009. Marian Anderson. The Very Best of Marian Anderson. Master Classics.
Apple Music, MP3 audio, track 2.
“I’ve Been Buked and I’ve Been Scorned.” 1996. Florida A & M University Concert Singers.
Wade in the Water: African American Sacred Music Traditions Vol. 1. Smithsonian
Folkways Recordings. Apple Music, MP3 audio, track 4.
“I’ve Been Buked.” Mahalia Jackson. 1992. Gospels, Spirituals & Hymns, Vol. 2. Columbia
Legacy. Compact disc 1, track 11.
“Sometimes I Feel Like a Motherless Child.” 1994. Louis Armstrong, feat. Sy Oliver & The All
Stars. Louis Armstrong: Highlights From His Decca Years. UMG Recordings. Apple
Music, MP3 audio, track 14.
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“Sometimes I Feel Like a Motherless Child.” 2010. Jessye Norman, Soprano. Roots: My Life, My
Song. Sony Music Entertainment. Apple Music, MP3, track 5.
“Sometimes I Feel Like a Motherless Child.” (1960) 2011. Rosetta Tharpe. The Authorized
Rosetta Tharpe Collection. The FLG The Estate of Sister Rosetta Tharpe. Apple Music,
MP3 audio, track 17.
“Sometimes I Feel Like a Motherless Child.” (1977) 1992. Sun Ra. Solo Piano, Vol. 1.
Improvising Artists Incorporated. Recorded at Generation Sound Studio, Manhattan, New
York. Compact disc, track 1.
“I Want to Be Ready.” 1997. Fisk Jubilee Singers. Roll Jordan Roll, Vol. 2 (1915-1920).
Document Records. Apple Music, MP3 audio, track 16.
“I Want to Be Ready; Get On Board.” Tuskegee Institute Singers (1914-1927). Document
Records. Apple Music, MP3 audio, track 13.
“Oh, What a Beautiful City,” arr. Edward Boatner. 1999. Roberta Alexander, Brian Masuda.
Songs My Mother Taught Me. Etcetera. Apple Music, MP3 audio, track 26.
“Bess, You Is My Woman.” 1992. Porgy and Bess (Original Broadway Cast). Todd Duncan,
Anne Brown, Eva Jessye Choir. MCA Records. Apple Music, MP3 audio, track 7.
“Hold On.” 2008. Edwin Hawkins, Walter Hawkins, Music & Arts Love Fellowship Conference
Mass Choir. Testify. My Song, LLC. Apple Music, MP3 audio, track 13.
“Behold the Star.” 1997. The St. Olaf Choir, Anton Armstrong, conductor, with Marvis Martin,
Soprano. The Spirituals of William Dawson. St. Olaf Records. Compact disc, track 7.
“Amen,” arr. Jester Hairston. 2012. Pacific Boychoir Academy, Kevin Fox, conductor. Show Me
the Way: Spirituals from America’s Choral Heritage. Choral Records. Apple Music, MP3
Audio, track 13.
WEEK 8
Wednesday, 10/16 – Class at Abyssinian Baptist Church, 6:30 – 8:45 PM
WRITING DUE:
By Tuesday, 10/15, midnight:
1) Write a 1-page response to the readings and post to the corresponding Discussions
Folder.
2) Post two questions that come to mind for you, and comment on one classmate's response.
3) Write a short reflection on the Listening examples and post in the corresponding folder.
4) Proposal-Research/Recording Project: Write a one-paragraph (minimum) proposal
describing your intended research topic and submit in Assignments link. If you have
questions, please contact me.
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READINGS:
African American Music: An Introduction, 493-508.
Baraka, Amiri (Leroi Jones). 1999. Blues People. New York: Harper Perennial, vii-xii and 1731.
LISTENING:
Found in Course Materials, Readings and Recordings, October 9-16
In particular, what do you notice about the phrasing and the shaping of text?
“Total Praise.” 1996. Richard Smallwood with Vision. Adoration: Live in Atlanta. Apple Music,
MP3 audio, track 2.
“Bless the Lord.” 1996. Richard Smallwood. Adoration: Live in Atlanta. Compact disc, track 3.
“Everything That Hath Breath.” 1996. Richard Smallwood. Adoration: Live in Atlanta. Compact
disc, track 6.
“Healing.” 1999. Richard Smallwood With Vision. Healing: Live in Detroit. Zomba Recording
LLC. Compact disc, track 5.
“Order My Steps.” 1999. The Best of GMWA Women of Worship, Volume 1. Produced by
Sanchez Harley. AllMusic, MP3 audio, track 11.
“Praying for Peace.” 2011. Richard Smallwood with Vision. Promises. Verity Records. Amazon
Music, MP3 audio, track 8.
WEEK 9
Wednesday, 10/23 – GUEST PRESENTER: Ms. Charénee Wade
WRITING DUE:
By Tuesday, 10/22, midnight:
1) Write a journal response to the class visit to Abyssinian Baptist Church. The journal
response should include description, observation, and interpretation. Put another way, the
response could address the questions:
a. What is going on here?
b. Who is participating?
c. What does this have to do with me?
2) Write a one-page response to the readings and post to the corresponding Discussions
Folder.
3) Listen to the recordings in corresponding folder in Course Materials and post a response
(one-paragraph minimum).
READINGS:
African American Music: An Introduction, pp. 79-124 and pp. 167-180.
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LISTENING:
“Home Cookin’.” (1959) 1989. Lambert, Hendricks & Ross. Everybody’s Boppin’. Sony BMG
Entertainment. Apple Music, MP3 audio, track 11.
Lambert, Hendricks & Ross: The Hottest New Group in Jazz. (1960) 1996. Lambert, Hendricks
& Ross. Columbia Records, A Division of Sony Music Entertainment. Apple Music,
MP3 audio.
“Everybody’s Boppin’.” MP3 audio, track 10.
“This Here (Dis Hyunh).” MP3 audio, track 13.
“The World Keeps You Waiting.” 2007. New York Voices. A Day Like This. MCG Jazz. Apple
Music, MP3 audio, track 2.
We’re Live. 2013. Oscar Brown Jr., Maggie Brown. ESP-Disk’ Ltd. Apple Music, MP3 audio.
“Bird Chase.” MP3 audio, track 4.
“A Tree and Me.” MP3 audio, track 6.
“When Malindy Sings.” MP3 audio, track 10.
“Insight.” MP3 audio, track 13.
From My Window. 1995. Maggie Brown. Magpie Records. Compact disc.
“Excuse Me For Living.” Compact disc, track 8.
“It’s Never Too Late.” Compact disc, track 11.
“Mood Indigo.” Nina Simone. 1989. Compact Jazz. UMG Recordings, Inc. Apple Music, MP3
audio, track 10.
“Mood Indigo.” (1961) 2000. Louis Armstrong, Duke Ellington. The Great Summit: The Master
Tapes (Remastered). Roulette Jazz, Parlophone Records, Ltd. Apple Music, MP3 audio,
track 4.
WEEK 10
Wednesday, 10/30 – GUEST PRESENTER: Ms. Dawn Fraser
WRITING DUE:
Due: Tuesday, 10/29, midnight
1) Post a response in the Discussion section, and pose two questions that come to mind for
you.
2) Comment on one classmate's response.
3) Choose TWO of the recordings from this week's selection, listen, and post a short
reflection in the corresponding folder.
4) Write a brief journal response to the class session with Ms. Charenée Wade (see
instruction in link).
5) After taking the Implicit Attitude Test, take note of your results, which are confidential
unless you choose to reveal them (read instructions on writing response carefully). Write
a brief response in the corresponding journal link.
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READING:
Davis, Angela. 1998. “Strange Fruit: Music and Social Consciousness,” Blues Legacies and
Black Feminism: Gertrude “Ma” Rainey, Bessie Smith, and Billie Holiday. New York:
Vintage Books, 181-197.
IMPLICIT ATTITUDE TEST:
Visit the Implicit Attitude Test website (Harvard University, directions and link below) and take
the tests on GENDER-CAREER, SKIN-TONE (10 minutes each).
Project Implicit
https://implicit.harvard.edu/implicit/index.jsp
1. Register, then click on the "Social Attitudes" link.
2. Click on "Take a Test" at the top.
3. Read the information, and click on "I wish to proceed."
4. Take two tests (10 minutes each): GENDER-CAREER, and SKIN-TONE.
5. Note your results (these are confidential unless you choose to reveal them in your writeup). Your grade will NOT reflect whether you reveal the results. Read the instructions in
the journal link carefully.
LISTENING:
“Strange Fruit (1939) 2012.” Billie Holiday. Jazz Anthology. AJB Music. Apple Music, MP3
audio, track 68.
“Strange Fruit.” (1957). Billie Holiday. Billie Holiday. The Verve Music Group. Apple Music,
MP3 audio, track 7.
“Strange Fruit.” 1995. Cassandra Wilson. New Moon Daughter. Note Records. Compact disc,
track 1.
“Strange Fruit.” 2013. India.Arie. SongVersation (Deluxe Edition). Motown Records, a Division
of UMG Recordings, Inc. imusic, MP3 audio, track 20.
“Strange Fruit (Live).” 1993. Diana Ross. Stolen Moments: The Lady Sings…Jazz and Blues
(Live). Motown Records, a Division of UMG Recordings, Inc. Apple Music, MP3 audio,
track 15.
“Strange Fruit (Live in New York/1965).” 1989. Nina Simone. Compact Jazz. UMG Recordings,
Inc. Apple Music, MP3 audio, track 12.
“Strange Fruit.” 2010. Marcus Miller, feat. Herbie Hancock. A Night in Monte-Carlo. 3 Deuces
Records, Inc. Apple Music, MP3, track 9.
“Strange Fruit.” 2011. Kenneth “Babyface” Edmonds. A Tribute to Billie Holiday. Stormvox
Records. Apple Music, MP3 audio, track 10.

140

“Strange Fruit.” 1994. Sounds of Blackness, Africa to America; The Journey of the Drum.
Interscope Geffen (A&M) Records, A Division of UMG Recordings, Inc. Apple Music,
MP3 audio, track 15.
“Get Live.” 2006. Erykah Badu. The Healing: Strange Fruit Project. Spilt Milk Da Label. Apple
Music, MP3 audio, track 7.
WEEK 11
Wednesday, 11/6
WRITING DUE:
1) Write a brief response on the sections from Way Over in Beulah Lan'.
a. What similarities or differences do you notice between the arrangers and their
careers?
b. What do you notice about a lineage of black history mentioned in their stories?
c. What else comes to mind?
2) Write a brief response to the reading excerpts in the Course Materials folder.
3) Post two questions related to the any of the readings, and comment on a classmate's
response.
4) Choose two listening excerpts (or more if you like), and write a brief response (note that
many of the selections are mentioned in the readings).
5) Write a brief reflection on the class session with Ms. Dawn Fraser.
a. What did you find useful?
b. Did any questions arise?
c. On which parts would you have liked to spend more time?
d. What would improve the session?
READINGS:
Way Over in Beulah Lan', pp. 58-83 (Sections on Modern Arrangers and Contemporary
Arrangers).
Davidson, James West. 2009. 'They Say', Ida B. Wells and the Reconstruction of Race.
Required: Forward and Prologue - "Does This Look Natchel?", viii-x, 1-10.
Optional: Chapter One, "Into a Changing World," 11-33.
Let Nobody Turn Us Around: An African American Anthology, Manning Marable and Leith
Mullings, editors, 2009.
"Hip-Hop Activism," 603-605.
"U.S. Senate Resolution Against Lynching, 2005," 621-623.
"Hurricane Katrina Crisis, 2005," 623-626.
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LISTENING:
Songs From My Heart: Choral Music of André Thomas. 2004. André Thomas. Apple Music,
MP3 audio.
“Keep Your Lamps!” St. Olaf Choir. MP3 audio, track 8.
“I Hear America Singing.” F.S.U. Combined Choirs. MP3 audio, track 21.
“I Dream a World.” F.S.U. Chamber Choir. MP3 audio, track 2.
Motherless Child. 2009. Rosephanye Powell. Inkhorn Music Productions. Apple Music, MP3.
“Hold On.” MP3 audio, track 8.
“Balm in Gilead.” MP3 audio, track 6.
Didn’t It Rain: The Spirituals of Stacey V. Gibbs. 2012. Stacey V. Gibbs, featuring the Sunday
Night Singers, Michael McCullough, director. Stacey V. Gibbs. Apple Music, MP3
audio.
“Hold On.” MP3 audio, track 3.
“There is a Balm in Gilead.” MP3 audio, track 8.
Good News: The Music of Rollo Dilworth, Volume 1. 2008. Rollo Dilworth, featuring the
Lakeside Singers. Rollo Dilworth. Amazon Music, MP3 audio, track 2.
“Keep On Travelin’, Soldier.” MP3 audio, track 2.
“How Can I Keep From Singing.” MP3 audio, track 8.
“I’ve Been in the Storm So Long” arr. Jefferey L. Ames. 2010. Eternal Light. East Carolina
University Chamber Singers. Daniel Bara, conductor. Gothic. Apple Music, MP3 audio,
track 12.
“Jacob’s Ladder,” arr. David Morrow. 2012. My Spirit Sang. The Atlanta Singers. David
Morrow, artistic director and conductor. ACA Digital Recording, Inc. Apple Music, MP3
audio, track 14.
“Didn’t My Lord Deliver Daniel,” arr. Moses Hogan. 2010. The Abyssinian Baptist Church
Concert Chorale, James Davis, Jr., director. One Look at Jesus. ALI Records, div. of
ALIrving Enterprises LLC. Compact disc, track 5.
“Way Over in Beulah Lan.” (2008) 2011. Oregon Music Educators Association Conference.
2008. All State Orchestra Band Choir, Bruce Rogers and Stacey V. Gibbs. Soundwaves
Recording. Apple Music, MP3 audio, track 8.
“Holy is the Lord,” arr. Jefferey L. Ames. 2012. ACDA Western Division Women’s Honor
Choir, Dr. Lynne Gackle, conductor. Singing the Legacy: ACDA Western Division
Conference. Mark Records. Apple Music, MP3 audio, track 13.
“Let Everything That Hath Breath” by Jefferey L. Ames. 2012. Florida All-State Choir, Craig
Arnold, conductor. Florida Music Educators Association 2011 In-Service Clinic
Conference and All-State Concerts. Mark Records. Apple Music, MP3, track 8.
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WEEK 12
Wednesday, 11/13
WRITING DUE:
Due: Tuesday, 11/12, midnight
1) Write a reflection on both the reading and video, pose two questions, and comment on
one classmate's response.
READINGS:
1) Thurston, Baratunde. 2012. How to Be Black. New York: Harper.
2) Watch the video, found in the same folder. The conversation starts at about 8'45" in the
video, and lasts just over an hour.
WEEK 13
Wednesday, 11/20 – GUEST PRESENTER: Mr. Roy Jennings
WRITING DUE:
1) Write a response to the reading in the Discussion link, post two questions, and respond to
a classmate's post.
2) Write a brief reflection on the experience of learning the songs from the recording.
Questions for consideration:
a. What do you gain or lose by learning from the recording?
b. What do you gain or lose from learning a piece with a score?
READING:
Gilroy, Paul. 1993. “‘Jewels Brought from Bondage’: Black Music and the Politics of
Authenticity.” The Black Atlantic. Cambridge: Harvard University Press, 72-110.
LISTENING:
Listen to the recordings of "Ain't Gonna Let Nobody Turn Me Around" and "Sing 'Til the Power
of the Lord Come Down" with the goal of learning your part (SATB divisions as closely as
possible). We will rehearse these songs next week.
(1989) 1998. Ysaye Barnwell with George Brandon. Singing in the African American Tradition,
Vol. 1, compact disc 3. Woodstock, NY: Homespun Tapes, Box 340.
“Sing ‘Til the Power of the Lord Comes Down.”
“Talk and techniques.” Compact disc 3, track 1.
“Bass lead and melody sung.” Compact disc 3, track 2.
“Bass lead and counter melodies sung.” Compact disc 3, track 3.
“Full arrangement performed.” Compact disc 3, track 4.
“Ain’t Gonna Let Nobody Turn Me Around.”
“Talk and techniques.” Compact disc 3, track 21.
“Lead part sung.” Compact disc, track 22.
“Back-up parts added.” Compact disc, track 23.
“Full arrangement performed.” Compact disc, track 24.
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WEEK 14
Wednesday, 11/27 – GUEST PRESENTER: Dr. Anthony Leach scheduled
NOTE: CLASS CANCELLED DUE TO SNOWSTORM
WRITING DUE:
By Tuesday, 11/26
Write a brief response, pose two questions, and comment on one classmate’s response.
READINGS:
Way Over in Beulah Lan’, read the following pages:
p. 96
98-100
111-112
125-127
136-138
150-152
164-168
177-197
Review the information in the two folders labeled “Anthony Leach Resources.”
WEEK 15
Wednesday, 12/4 – Class at The Schomburg Center for Research in Black Culture
Meet with Mr. Jim Davis and Mr. Roy Jennings
WEEK 16
Wednesday, 12/11 – GUEST PRESENTERS: Ms. Charénee Wade and Mr. Roy Jennings
WRITING:
Due: Tuesday, December 10, midnight
1) Write a response to the readings, post two questions, and comment on a classmate's
response.
2) Write a brief response to the visit to the Schomburg Institute for Research in Black
Culture.
a. What did you find useful, either to your personal music making or your teaching?
b. What could improve the session?
c. Would you visit again, or consider bringing your students?
d. What questions were provoked, if any?
READINGS:
Intro and Chapter 1 from The Condemnation of Blackness, found in Course Materials.
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WEEK 17
Wednesday, 12/18 – FINAL CONCERT
READINGS:
Walker-Hill, Helen. 2007. From Spirituals to Symphonies: African-American Women Composers
and their Music. Urbana and Chicago: University of Illinois Press, 1-6.
LISTENING:
“Ndandihleli (Xhosa folk song) performed by Chicago Children’s Choir.” YouTube video, 2:43.
Uploaded by Choral Imperative on March 2, 2013. https://youtu.be/tRT6hFSw1gs.
“Ndandhleli: Xhosa South African Folk Song.” Chicago Children’s Choir World Music Festival
2013. YouTube video, 2:46. Uploaded my Michele Musgrove on March 3, 2013.
https://youtu.be/ksrPWRP-S6U.
“I Opened My Mouth to the Lord – Rehearsal.” Workshop with Dr. Raymond Wise. Youtube
video, 4:58. Uploaded by Jiří Janecký on August 30, 2010. https://youtu.be/6Tr-Kajycj8.
“Centerpiece.” Lambert, Hendricks, & Ross. YouTube video, 2:30. Uploaded by let1775 on
February 19, 2011. https://youtu.be/5MYgESId8bM.
“Make a Joyful Noise (Raymond Wise).” YouTube video, 6:36. Uploaded by slanarka on
September 25, 2010. https://youtu.be/U8_zcImT0Ys.
“Order My Steps Part 1.” YouTube video, 10:11. Uploaded by heavyd77477 on December 19,
2007. https://youtu.be/q86RElOOO84.
“Order My Steps Part 2.” YouTube video, 9:17. Uploaded by heavyd77477 on December 19,
2007. https://youtu.be/QN3_oYN-sCY.
“Ella Fitzgerald – Mood Indigo (Verve Records 1957).” YouTube video, 3:31. Uploaded by
RoundMidnightTV on April 13, 2013. https://youtu.be/jaq9Gx9GT5E.
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